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FOREWORD. 
Although this thesis deals chie . .fly with Heinrich 
Heine as a poet, a .few biographical annotations are un• 
avoidable, in .fact, necesaary, to .focus into clearer 
perception several references made to his life through• 
out the di.f.ferent collections o.f poetry set to music. 
vi. 
HEINRICH HEINE. 
Heinrich Heine was born at Dftsseldorr, of Jewish 
parents, on the 13th of December, 1797. His rather, 
Samson Heine, arter many dismal .failures in business, 
settled finally in DUsseldorr. His mother, Peira van 
Geldern, possessed much energy_ of character, and was the 
daughter of a physician o.r the same town. 
Heinrich was the eldest of .four children, and hia 
education was o.r a desultory sort, acquired largely rrom 
Roman catholic monks and .from the reading o.r French 
writers. He was a precocious boy and became a skeptic 
early in his life. Althou~h he was not a particularly 
apt or diligent pupil, he acquired a knowledge of French 
and English as well as an acquaintance with the classica 
and Hebrew. Heine~s early years coincided with the most 
brilliant period or Napoleon's career. His unbounded ad-
nliration for this historical figure is amply expressed 
throughout his prose works. By liberating the Jews rrom 
political suppression and restrictions, Napoleon became 
a heroic symbol amidst the circles in which Heine grew 
up, and enthusiasm for the "small giant" was unstinted. 
When Heine left school in 1815, a valiant attempt 
was made to engage him in business in Frankfort, but it 
proved tQ be a p1ti£ul disappointment. In the £ollowing 
year his uncle, Solomon Heine, a wealthy banker in Ham-
bur~, employed Heinrich in one o:f his o:f:fices. It was 
durin~ his stay in Hambur~ that Heine became in:fatuated 
with his cousin Amalie. This in:fatuation expresses it• 
sel:f in various guises throu~hout his poetry. The re-
lationship spurred him on to such outstandin~ accomplish-
ments that his uncle desired to establish Heinrich in 
business for himsel:f. However, this brash step, well 
intended, terminated in the bankruptcy o:f"Heinrich Heine 
& Co." in a few brief months. 
A new intervention of his rich uncle resulted in 
Heinrich's attending the university at Bonn in the spring 
o:f 1819. Generously provided with money, Heine was to 
enter the university as a law student. During his stay 
there, he devoted himsel:f unflinchingly to the study o:f 
literature and history. Von Schle~el, noted writer and 
philologist, chanced to be one o:f Heine's teachers, and 
he took a kindly interest in Heine's poetic essays. 
This association exerted a lasting influence on Heinrich. 
In the autumn of 1820, Heine le:ft Bonn to go to 
G~ttingen where he intended to devote himself more assid-
uously to professional studies, but in February o:f the 
:following year, he became involved in a pistol duel with 
a rellow student who had grievously insulted him. As a 
result he was suspended ror six months. The university 
or G~ttingen was little to Heine's liking, as the atmos• 
phere was one or distasterul pedantry. Also t he news or 
his cousin Amalie's marriage greatly disturbed him. A 
great many impassioned verses were written because or 
this turbulence. Heine was overjoyed when an opportunity 
to depart ror Berlin presented itselr. Heinrich stood in 
great need or distraction rrom his oppr ess,ed mind. 
In Berlin, a new intellectual horizon expanded be-
rore Heine's rertile and eager imagination. A very dir• 
£erent lire from that of G~ttingen was activating the 
university. Heine, like his contemporaries, sat at the 
feet or Hegel the philosopher, and imbibed ideas which 
were to efrect in a very pronounced manner his ruture 
literary efforts. He was also fortunate in having ac-
cess to the chier literary circles of the capital, and 
met several of the foremost figures of the literary 
world. Under such favorable auspices his own gifts were 
soon developed. He contributed poetry to various public-
ations. Heine had plans of settling in Paris, but as he 
was still dependent on his uncle, the latter's consent 
had to be obtained. 
As was to be expected, Solomon Heine did not ravour 
the new plan, but promised to continue his support on the 
condition that Heinrich complete his course of legal 
study. He sent the young student for a six weeks• holi-
day at Cuxhaven, where the poet was deeply impressed with 
the beauty of the sea. This appreciation of the beauty 
of nature has found considerable expression in many of 
his outstanding verses. Several of his severest critics 
thought he was a sentimental pantheist. 
In the year of 1824, in January, Heine returned to 
G&ttingen where he remained until his graduation in the 
summer of the following year. The publication of his 
works "Die Harzreise" and the "Buch der Lieder" proved 
to be very successful. 
Heine paid a long planned visit to England in the 
spring of 1828. The size and bustle of London impressed 
him, but the seamy aspect of life he saw there repelled 
his sensitive nature. He next visited Italy and des-
cribed his journey in wDie Bader von Lucca~~ a brilliant 
but revolutionary and atheistic work which served to in• 
crease the number of enemies his uncontrolled, bitter and 
often coarse satires had created. The government pro-
hibited the circulation of the third book of his 
"Reisebilder" (1830} and he found his presence in 
Prussia unwelcome. This fact and his democratic fervor 
made it expedient in 1831 for him to leave Germany. He 
went to Paris where he spent the remainder of his life, 
cultivating belles-lettres with a facility and brilliance 
of wit hardly equaled in the annals of literature. With 
the professed object of promoting better understandin~ 
between France and Germany, he wrote many articles, some 
of which were refused publication in Germany. In 183S he 
published in the "Revue des Deux Mondes" his "History of 
Religion and Philosophy Since Luther,"' a brilliant work 
which afterward appeared in German. 
In 1835 he married Mathilde Mirat who figures in 
many of his poems, and to whom he was thereafter devoted. 
In 1843 he visited his native land to see his mother, to 
whom throughout his life he was deeply attached. on hia 
return he published "Deutschland, Ein Wintermlrchen," in 
which he recounts imaginary adventures and bizarre epi-
sodes in which a great number of his countrymen, kings, 
statesmen, professors:, authors, artists, etc., are merci-
lessly satirized and abused. He was stricken with a dis• 
ease of the spine in 1847 and was thenceforth almost con• 
stantly bedridden. He suffered the most distressing pain 
together with loss of eyesight with remarkable patience 
s. 
until the day of his death which occurred in Paris, 
February 17, 185&. He lies buried in Montmartre. 
In his will he at ipulated that there should be no 
religious ceremony at h.is funeral. Through these final 
years of suffering Heine represented a nobler picture 
than at any other time in his life. As long as he could 
hear and speak, he continued to work. He produced the 
tender poems of the "Romanzer~" "The White Elephant," 
and other humorous pieces. He also wrote fervid politi-
cal songs, and a great variety of poems, as well as his 
memoirs, which he continued almost to the day of his 
death. 
BUCH DER' LIEDER. 
The Buch der Lieder appeared in October, 1827, £rom 
· the press of Hoffman und Campa. HeiDe received but 
fi£ty louis d•or for his entire rights in it, and pro-
bably counted himself fortunate. The book was not at 
all successful at first. It took ten years to sell the 
first edition of .five thousand copies, and almost as 
long to sell the second. Only when a new generation 
arose did the book attain real popularity. With its 
originality, its brave flaunting of the romanticist 
tradition, with its realism, cynicism, wit and simple 
beauty, it was too much for its own day. When that day 
had passed, the book began to grow in favor as no other 
lyric collection in the language. Composers of a wide 
range of countries set music to its words. 
The first division of the book is entitled "Junge 
Leiden" and was written in the period encompassing 1817 
to 1821. This division is subdivided into smaller groups 
of poetry. "!raumbilder", "Lieder", "R omanzen", and 
"Sonnets~ are contained in this first portion. 
Robert Schumann, (1810-1856), is one composer who 
discovered Heinrich Heine to be much to his liking. 
Schumann extracted the group of nine poems entitled 
7. 
"Lieder" and set them to music. Hendrik ~llem van Loon 
puts it rather succinctly when he states: "Heine was 
c·omposing his poems, which were so much melody poured 
into a literary form. Schumann set them free from the 
1 
bondage of their words." 
The title of the first poem in "Lieder" is "Morgans 
steh' i~uf und frage." It discloses Heine in a cogi-
tative mood. The center of his meditations revolves a-
bout his beloved cousin Amalie. The very first question 
which occurs to Heine upon arising is "Will she come to-
day?" Robert Schumann has composed a setting in D major. 
The tempo "allegretto" and the brief introduction reveals 
that Schumann considered Heine to be in a flippant mood. 
D~ 
-
I I 
-
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The piano accompaniment retains the same musical 
pattern throughout the entire song. Temporary modula-
tiona and chromatic chords and notes serve to accentuate 
the meaning of the verse. The song is quite brief and 
~ remarkable in its interpretation o.f the poet's mood. The 
last three measures of the postlud~ffer the only vari-
1van Loon, Hendrik Willem: The ~rts, Simon & Schuster, 
New York, 1937, p. 521. 
a. 
9. 
ety in the accompaniment. 
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"Es treibt ~ich hin" is the title or the next poem 
in this collection. Impatience to greet and gaze upon 
his beloved Amalie is registered in the lines or this> 
poem. Schumann has accentuated this aspect in his set~ 
ting or these verse&. The key is B minor and the tempo 
is indicated as "sehr rasch~. Staccato chords interpret 
the mood or restless impatience in the brier introductio 
of' the song. 
ni . ,__...., r--1 r- \ 
' 
d ~ ~ . . . . ~ 
~ •I . .:. v.,. . .:. ~ 4- ·e -#-
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A retard and an interesting treatment is imparted to a 
very intimate phrase in the poem. 
ni . /\ I \ -..-:'1 
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f r&-.: die. 
• . I A'"\ 
--
I ~- -:$-~ T: r \¥f" "" . 
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Ascending rhythmic patterns in the B minor scale create 
an effect of anxiety and urgency. Accented chords in a 
rising diatonic movement sustain the vocal line and em-
phasize the significance of the verse. 
~II!. • • j..._ . , 
. u h4!~ [,J ;""1 &r~v~(h,. en Bl)rultt ve.r- ~c.J, "'o""en, $potl~11 s.;-e. -fV'eJ<,,·~ e/e.r 
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Chromatic notea and chords enrichen the othersise simple 
harmonies employed by the composer. A transient modula• 
tion to the dominant minor constitutes the only venture 
into a new key-. A short postlude elaborating a .fragment 
of the melody concludes the song. 
The ensuing poem in this series is "Ich wandelte 
·------
unter den Blumen." In the manuacript this poem bore the 
__________ _. ____ __ 
heading of "Liebe", and in the first collection of Heine• 
"Gedichte" the title of "Das W~rtlein Liebe". The poem 
relates how Heine, •alking beneath the trees, imagines 
the birds are revealing a secret regarding his beloved. 
He bids them to be silent as their words bring sorrow to 
his yearning heart. Schumann has composed with tellin~ 
effect an introduction which depicts a harmonic inter-
pretation of the prevalent mood. 
The melody sustained by the voice is supported with full 
chords in the piano accompaniment. The following example 
illustrates this point. 
., ilY~ 
JO&k~. • ~ d _I 8 '' /c.h w4 V> -del- t"e- cm-~r en 4u - m e.n 1 I ~ ,.....-\ . 
.. 
J I • , , 
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In the following episode the accompaniment simplifies 
and plays the melody with the voice, but only scantily 
harmonized. A triplet figure makes its appearance with 
an interesting alteration of harmonic color. The triplet 
figure with its unique harmonic treatment recurs as the 
entire episode repeats. 
11. 
. II. \ I \ 
The introductory measures of the song return to unify 1 
and conclude it. 
"fieb• Lieb~hen, .!_~~· s Hlndchen" is the first line 
of the ensuing poem. The excess,ive emotionalism pos-
sessed by Heine is unmistakably present in this poem. 
Paraphrased, the content is: "Lay your gentle hand on my 
heart, beloved. Do you not hear the carpenter hammering? 
He is banging by day · and night, and is making a coffin 
for me. Hurry, carpenter, so that I may sleep soon and 
1 rest •" In Schumann• s setting of the poem, simple chords 
in E minor punctuate the verse as delivered melodically 
by the voice. 
l l 
~ 
A repetition of the entire first episode indicates the 
binary form of the song. Dissonances and chromatic al• 
12. 
terations of both melody and harmony are skilfully em-
ployed to serve the interpretation of the verse. The 
song is quite brief and concludes with a cadence in E 
mi nor. 
"Schone w;ege meiner Leiden" is the descriptive 
title of the ensuing poem. This poem, addressed to Ham .. 
burg, was first entitled "Lebewohl". Heine left Hamburg 
in 1819. This departure is expressed in a melancholy 
farewell which is the prevalent mood of the poem. Schu-
mann's setting in E Major commences fairly unruffled har 
monically and melodically. The poem begins similarly. 
It is only after reviewing the various aspects of the 
city with its memories that the poet and song, in con-
sequence, become involved. The following example indi-
cates the smooth, rather calm beginning in E major. 
r')J\-Jf, 
• c.} ~ J \ \ ~ r--r , ,, l 
' 
\ \ 
' 
~---------~ 
Dissonance in the appropriate verses of the poem serves 
to depict the poet's feelings at parting. The example 
illustrating this point will be found on the following 
page. A melody occurs following this point which recurs: 
in octaves in the piano accompaniment at a later point 
in the song. 
~ (' 1--¥. ~ 
. ~ 
<.Y wir -.- .. - e.\1\ ~c:.he.i - &en , le-be.- wohf-vn"& s. - -
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The entire rirst episode only slightly altered returns 
ror the second stanza or the poem. It is immediately 
rollowing this section that the arorementioned melody in 
octaves recurs. A series or chords introduce a change 
or key. The tonic minor serves as a background ror the 
next stanza. The change to a minor key seems appropriat 
to set orr the poet•s wistrul observation or the o~ject 
or his arrections. However, the mode reverts to major 
as soon as the poet becomes impersonal once again. A 
descending syncopated pattern depicting the poet•s; aad• 
ness begins to repeat in the next episode. 
s;:::? ()JI.~. ..J~ ~ ~ 
-
~ a ~~ \ ..:.J 
ll (\ l 
-'--+- • l1 • 
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A modulation to the dominant key, B major, and chromatic 
notes eloquently interpret the poet's reelings as he de• 
clares that some day he will repose his tired head in 
some distant cool grave. The initial episode returns in 
a slackened tempo. "Lebewohl" sung twice in an ad.agio 
passage terminates the vocal utterances. 
-
..-
' 
' -. 
A postlude repeating a rragment or the melody in dott~d 
halr notes and containing chromatic alterations, eon• 
eludes the composition. 
"Warte, wart~ wilder Schiffm!E" is the title of 
the rollowing poem. Heine's turbulent nature expresses 
itself quite dramatically in this poem addressed proba• 
bly to Charon, mythological rerryman of the rive:r styx. 
Schumann has augmented the urgency and effectiveness of 
the poem with a musical setting employing ingenious har-
monic devices. It commences in a rapid tempo in E major 
with a recurripg melpdy in octayen, 
·-
\ 
\ 
Full chords are used which occasionally assume chromatic 
alterations. The tempo continues at a rapid pace as the 
melodic pattern in octaves recurs with sta_ccato emphasis. 
Intermittently, as the harmonic structure alters, this 
motive is reduced to a single melodic line, and also 
changes register. 
n~~ . 
' · 
. 
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strong dissonances occur again and again under various 
chromatic guises. In one particular phrase only the 
exclamation "Oh~" occurs to depi.ct the poet's: anguish. 
This receives 1ntenset1nz d1eaanent treatment. 
oh! -- - - -- · 
~ 
The relentless motive introduced at the beginning re-
turns again and courses recklessly through the various 
episodes or the song. Sequences established earlier re-
peat with dirrerent verses. The last vocal phrase ter-
16. 
I 
minates on a high pitch and approximates; the final des-
perate cry of the hapless poet, 
The interval of a seventh produces a dramatic effect 
while the staccato motive in octaves pursues mercilessly 
the descriptive declamation of the voiee. A postlude 
perpetuating the predominant recurring motive draws the 
exciting song to its conclusion. A completely contrast-
ing mood permeates the following poem entitled 'tBer~' 
und Burgen schau•n herunter~. 
One might almost believe it impossible for such a 
tense, emotional personality like Heine to be tranquil 
even occasionally, yet here in this poem this aspect is 
disclosed through the verses. The musical setting by 
Schumann is rather short and repeats for each of the 
four stanzas of the poem. This fact indicates the son~ 
is in strophic form. The melody flows along quite sim-
ply and presents no complications whatsoever. It is the 
piano accompaniment which reveals musica.l activity in a 
The melody sustained by the voice is encompassed in the 
harmonic structure of the various chords in the accomp-
animent. Transient modulations and chromatic notes are 
deftly employed. The poet•s description of the country• 
side reflections in the Rhein river is enhanced musicall 
by Schumann's unpretentious setting of the poem. 
"Anfangs wollt' ich fast verzagen" is the provoca.~ 
tive title of the ensuing poem in this collection. Thia 
celebrated quatrain expresses in four lines the misery 
of unrequited love. It accomplishes fairly concisely 
what elaborate elegies purport to achieve, but fall 
short of the mark attained by these simple verses. If 
the piano accompaniment of Schumann's setting were ex• 
tracted, it could be employed as a pianoforte etude in 
chord playing. This diminutive song consists of only 
eleven measures. It may prove conclusively that brevity 
is the soul of wit even in music. The melody sustained 
by the voice is also contained in the uppermost line of 
the chord progressions in the accompaniment. Only full 
rich chords comprise the background and support of the 
vocal melody. The key of D minor is employed in 4/4 
time. A brief introduction of two measures sets the 
pace and mood for the remainder of the song. A para• 
phrased translation of the significance of the verse is 
18. 
submitted following the musical example illustrating 
the composition 
The poet•s thoughts may be expressed in this manner: 
"In the beginning, I almost denied, instead, I believed. 
I thought I could never endure it, yet I did. Please do 
not ask me how." The last two words conclude the song 
on the subdominant and mediant degrees of the scale and 
creates an inquiring inflection. Supertonic and domi• 
nant harmonies conclude the song. 
-~ 
' 
j nicht Vl 'le. ~ 
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"Mit Myrthen und Rosen" is the final poem in this. 
series entitled "Lieder"• In the first collection of 
Heine• s "Gedichtett it was called "Nachhall" • It is an 
expression of the poet's request for the disposition of 
his verses. An interesting employment of a triplet .fig• 
ure is effected by Schumann in his setting o.f the poem. 
It continues recurring throughout the song and serves as 
a unirying 
The voice enters with the melody established by the 
piano accompaniment, only slightly altered. A modula-
tion to E minor occurs in the first stanza. The unique 
passages which introduced the song are repeated as pre-
liminary to the second stanza in which an alteration in 
the accompaniment for interpretive purposes is errected. 
A succession of short chords leading to a syncopated 
rhythm may be observed. 
This harmonic depiction is interrupted by the return or 
the original introductory passage which draws the song 
along to its conclusion. Efrective use of chromati~ 
chords serves to interpret the text eloquently. Changes 
of tempo may also be observed. The composition con-
cludes with a postlude by the accompaniment in the bass 
20. 
range of ' the piano restating the melody which served as 
an introduction to the song. 
"Der Arme Peter" is one of several ballads con-
tained in the "Romanzen", a cycle of poetry of "Junge 
Leiden" by Heinrich Heine. This ballad bears direct re-
ference to Heine and his disappointing love affair with 
his cousin Amalie. There are three short units of three 
at anzas each that ·. comprise this poem. The rhythmic scan 
of the metre employed express the mood prevalent in each 
episode. Schumann rises to the occasion by complying to 
the demands of the verses. and composes an interpretive 
setting which reveals keen insight into the values of the 
poem. The musical depiction begins in a joyful mood in 
G major in 3/4 time, A dance is in progress, 
This mood of merriment continues through the first of 
the three units of the balla.d, The use of secondary 
dominants brightens the harmonic design, In the second 
unit, the time signature is altered to cut time and 
the key of E minor is employed. The tempo is slackened 
21. 
to signi£y the approaching gloom. The dance motive or 
the £irst unit is no longer in evidence. A£ter a tonic 
chord in E minor, short staccato chords serve to inter• 
pret the verse. 
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The tempo is indicated as "ziemlich schnell" but this is 
soon retarded to "etwas ruhiger" and "langs amertt • Ef£ect• 
ive harmonic treat ment is rendered the measures commenc-
ing with t h e tempo indication "langsamer"• 
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When the words "und weine" occur, the accompaniment re• 
turns to the melody established in the introduction of 
22. 
this unit as counterpoint to the vocal line. This con-
tinues to the end of this episode. 
In the third episode, the time signature reverts to 
3/4, but the tempo indication is "langsam". The key re-
tains the minor mode. Full rich chords sustaining the 
melody in the voice may be observed. At this point a 
is 1ntrsdz;sefl 'c the niano accampap'mspt. 
,_ 
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This constant alteration of musical patterns and harmonies 
in the accompaniment assist in perfecting the interpreta-
tion or the poetry. A short postlude concludes the song 
w+t :q., an authentic cadence in E minor. The raised third 
or "Tierce de Picardie" may be discerned in the final 
chord. 
While Heinrich Heine revisited nnsseldorf on his 
road to G&ttingen, he composed a magnificently atirring 
oem. He was standing on the allee, just where he had 
stood nine years earlier when the mighty Napoleon had 
marched by. Under the influence of the old memory, he 
conceived the now world•famous epic called the 
"Grenadiers". Schumann's setting is quite celebrated 
and is familiar to most music lovera. It is the story 
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or two wounded soldiers returning to their native land 
rrom captivity. They learn of the defeat of their fathe 
land and or the capture or their emperor. Both mourn 
over the sad tidings and exp~ess their feelings in some 
very moving passages. It has been set to music by Robert 
Schumann that well repays study. An introduction by the 
piano accompaniment in minor which depicts the limping 
march of the soldiers commences the song. 
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This theme serves as a connecting link bet•een the first 
two episodes of the song. Efrective harmonic treatment 
is given to the words: 
r)JI--
"Da h5rten sie beide die traurige Mlhr, 
Dass Frankreich verloren gegangen, 
Besiegt und geschlagen das tapfere Heer, 
Und der Kaiser, der Kaiser gefangen .• " 
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The sudden contrast from a stirring martial rhythm to 
quiet brooding chorda serves to interpret the verse elo-
quently. The employment of dissonance on the key words 
produces a telling effect. This identical harmonic ef~ 
rect and contrast is reproduced again when the two sol• 
diers reveal their conflicting emotions. Upon the words 
".f!.!!~~mir, -~dar, eine Bitt•" the motive in the ac-
companiment changes and the tempo gathers impetus as in-
dications for increasing the speed is given. 
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This motive is also altered shortly when the words "daa 
Ehrenkreuz ~~then Band" occur. A variety of effects 
is produced to accentuate the significance of the words 
of the dramatic epic. Schumann's harmonic technique 
achieves quite an accomplishment in this song. 
25. 
Once again the tempo gathe~momentum increasingly on to 
the climax. With a change or key from minor to tonic 
major the climax is finally achieved. The refrain of the 
French national hymn "!h!_!!rseill,!!ise" is echoed to the 
of full chords. 
r_r-
This stirring climax surges on to the conclusion of the 
song. An anti-climax is created by the postlude with the 
introduction of harmonies employing dissonances and fin• 
ally resolving to the tonic chord of B major. 
Some erstwhile enthusiast has translated the German 
of ~eine•s ".!2!! belden Grenadlerstt into French. Since 
the poem is essentially a reflection of French national• 
ism, the translator assumed that his work was just !fie d. 
Richard Wagner (1813-1883) employs this translated ver" 
sion of Heine's poem for his musical setting of it. It 
is very possible that Wagner himself translated the poem. 
Wagner•s adaptation of words to music begins in A minor 
with a rhythmical figure depicting the return to France 
of the limping wounded soldiers. The sonorou& chords are 
This figure is repeated through the first section of the 
song. Full rich chords and dramatic effects. are quite 
prominent throughout the entire compos it ion. Tremolos 
and chromatic alterations may also be observed. Episode~ 
delineated by the piano accompaniment are orchestral in 
scope. As the two soldiers review their pitiful situa-
tion, a descending melodic figure is employed against the 
quiet line of the voice. This figure continues througha 
out this episode in which the two soldiers alternately 
give voice to their pessimistic thoughts. This depressive 
conversation is captured musically in the accompaniment. 
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Countermelodies in the bass line of the piano accompani-
ment increase the contrapuntal texture of the composition 
It is the accompaniment that is doing most of the work in 
interpreting the poem. This is one reason why it seems. 
that an orchestra with its infinite possibilities would 
better serve the purpose. The Marseillaise is employed 
throughout the entire last episode of the song. It is 
harmonized with sonorous pianistic chords. Once ~ain, 
th i s sequence i 1 mPl es orchestral potentialit ies. 
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The voices sings in almost recitative style against a 
maximum activity in the piano accompaniment. The key 
changes from A minor to A maJor. A postlude, quite 
theatrical in effect and containing full resonant chords 
echoes the last measures of the Marseillaise, and con• 
eludes the song. This version is in sharp contrast to 
the musical setting of Robert Schumann. Wagner•s setting 
seems more orchestral in proportions and much more 
theatrical in effect. Schumann• s setting achieves its: 
goal in a more subtle manner. Each setting has charac• 
teristics unique to its composer. 
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1YRIS.CHES: INTERMEZZO. 
The collection of poems entitled tt.!!z~isches. Inter-
mez~o" was so named because it first appeared in a vol-
ume between the two tragedies "!.!:!!~:!..2.!" and ''Ratclifr". 
The volume in quest ion published in 1823, bore the in-
scription or "~eigu~ -- _!n Salomon Heine", followed 
by the lines placed here as a motto. In the first edi• 
tion of the Buch der Lieder there also occurred a dedi-
cation: "Salomon He~, empfange die!e Blltter aufs neue 
als ein Zeichen der verehrung und zuneigung des verfas-
.. 
ser!.t." 
The ~zrisches Intermez~o shows a considerable ad-
vance in both form and substance, on the cycle Junge 
Leiden. It treats the old and ever new theme of unhappy 
love in its various shades, and this circumstance 1m-
parts to the poems a certain unity. 
When this collection of poetry was published, it 
received more criticism than adulation. Heine had sent 
copies of his new volume to the greatest poets then liv-
ing in Germany, to Goethe, Wilhelm MUller, Uhland, and 
Tieck; but not one of them so much as acknowledged re-
ceipt· of the book. Only two or three of the lesser 
known poets wrote to congratulate him, and their words, 
though effusive enough, hardly made up for the silence 
of the others. Most of the critics were di ~turbed be-
cause the poems did not conform to the sacrosanct tra-
dition of the Romanticists. Many of the lyrics were 
realistic and sometimes even cynical, and violated the 
stock conventions. Nevertheless, the poems of this col-
lection have been immortalized by some of the world's 
foremost composers. 
The initial poem in this assortment of analyses 
is entitled "Reiselied". Some idea of the verse may be 
had by quoting the opening quatrain. 
"Der Herbstwind ruttelt die Blume, 
Die Nacht ist feucht und kalt; 
Gehftllt in grauen Mantel 
Reite ich einsa.m im Wald." 
This descriptive poem reveals Heine in a sombre mood. 
Felix Mendelssohn-Bartholdy (1809-1847) has elected to 
compose a musical setting in E minor. The rustling 
autumn wind is depicted musically with an introduction 
in unison moving quite rapidly in compound time. This 
motive recurs several times throughout the entire song 
and serves to continue the activity introduced at the 
beginning and as a unifying factor. 
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As in program music, the activity o~ nature lyrically 
phrased by the poet is vividly depicted by the composer. 
To vary the musical interpretation of the poem, Mendel-
ssohn occasionally stresses the significance o~ the 
verse with simple chord ~ormations, and ~ollows the 
melodic line quite closely. 
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Whenever the action becomes quiet with the employment 
of simple harmonies ~or three measures or more, the 
motive representing the autumn wind ruthlessly inter-
rupts as though to agitate the mind of the listener to 
con~orm with the turbulent emotions of the poet. This 
~lurrying motive terminates the composition in E minor. 
The song is strophic in form as the setting is used for 
each stanza of the poem. 
The following poem in this collection is entitled 
"Au~ Flftgeln des Gesanges". The first stanza is sub-
mitted: "Auf Flftgeln des Gesangea, 
Her:liebchen, trag ich dich fort, 
Fort nach den Fluren des Ganges, 
Dort weiss ich den sch~nsten ort." 
This celebrated poem, like several others in various 
collections, is the outcome of Heine's enthusiasm for 
India, which is supposed to have been kindled by the 
description of that country by the recognized Sanskrit 
scholar Franz Bopp. Heine felt a natural longing for 
the Indian dreamland, and the language of his Indian 
poems is throughout in harmony with that land of fairy 
tales. 
2 George Brandes says: "Heine sehnte sich nach 
Indien wie Goethe nach Italian; geistig •ar er an den 
Ufern des Ganges heimisch, wie Goethe an denen der 
Tiber." 
Felix Mendelssohn has endeavored to depict Heine's 
imaginary visit to the Ganges by composing a musical 
setting which has become widely known. Almost everyone 
who is at all familiar with the melody goes about at one 
time or another whistling, humming, or singing it, and 
perhaps quite justif iably so. The melody has a langor-
ous smoothness which is easily adapted for this purpose. 
Accordingly, almost every music lover takes advantage. 
A swift moving accompaniment in arpeggio form on 
the tonic chord in A flat major introduces the captiva-
~----------------------------------------------------------2Buchheim, c. A.: Heinrich Heines Lieder und Gedichte, 
The MacMillan Co., New York, 1897, 
p. 330. 
ting melody. 
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This initial melodic phrase is introduced several times 
throughout the song, and each time it is only slightly 
altered ror variety. The rorm is strophic, that is, the 
musical setting is identical ror each stanza or the poe~ 
There is an occasional modulation into related keys, but 
the song is essentially one or unpretentious scope. An 
1 authentic cadence in A £lat major terminates the campo-
sit ion. 
"Dein Angesicht, so lieb und scht!>n" is the title or 
the ensuing poem. In this brier poem, the poet describes 
how, in a dream, he beheld the countenance of his be-
loved Amalie. Simplicity is the predominant character• 
istic rendered by Robert Schumann in his musical explor• 
ation of the text. The £allowing extract rrom the in-
traduction is submitted for perusal. It is observed 
that the key is E £lat major and the time signature 
two- .four time. 
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Effective employment of modulation to neighboring keya 
enrichens the harmonic progressions. The musical pat-
tern established by the piano accompaniment remains con-
stant throughout the song. It is altered only slightly 
to sustain the melody with the voice. The original 
theme returns to indicate that the song is in binary 
form. A short postlude establishing a cadence in E flat 
major concludes the song. An effect of poetic tender-
ness is indubitably disclosed as the lyrics of Heine 
crystallize through musical realization. 
Since "LI£isches Intermezzo" is a cycle of poetry 
with the theme of unrequited love predominant, it pro-
vided Robert Schumann with a golden opportunity for a 
song cycle. "Dichterliebe" is the title of this song 
cycle which Schumann treats with sympathetic insight. 
It is interesting to observe what Schumann•s im-
pressions were when he met Heinrich Heine in Munich. To 
some people Heine could be the most genial and generous 
:5"-5 • 
or good rellows, while to others he seemed only a bitter 
conceited prig. Schumann states: 3 
"From what I had been told, I pictured a gloom-
y, misanthropic man who felt himselr too ex-
alted above mankind and lire to wish to assoc-
iate with anyone, But how difrerent he was\ 
He approached me in a most cordial way, pressed 
my hand in friendship, and took me about Munich 
for hours. About his mouth lay a bitter, ironic 
smile only for the pettiness of lire, and a 
scorn only for petty people." 
After Schumann had composed his music to Heine's poetry, 
he wrote again to Heine who was then living in Paris, 
4 
and said in his letter: "M~chte Ihnen meine Musik zu 
Ihren Liedern gerallen." He terminated with: "Ein Wort 
~n Ihrer Han3, ob Sie diese Sendung emprangen, wftrde 
mich innigst erfreuen." Schumann waited patiently ror 
an answer but did not receive one and then in a letter 
to stephen Heller, he requests: "Er ml!>chte Heine an mich 
erinnern." Heine was de~ply involved in his personal 
affairs in Paris to find time to answer. 
"Im wundersh~nen Monat Mal" is the title or the 
first song in Schumann• s "Dichterliebe". The poet re-
veals how, in the wonderful month or May, love came to 
him, The buds were sprouting and the birds were sing• 
3 Browne, Lewis:: That Man Heine, The MacMillan co., 
New York, 1927, p. 171. 
4schnapp, Frederich: Heinrich Heine und Robert Schumann, 
Hoffmann und Campa Verlag, Berlin, 
1924, p. 15. 
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ing and suddenly all of his desires were fulfilled. 
Schumann has enhanced the lyrics with a musical setting 
of an impressive simplicity. It is in F sharp minor and 
a rolling arpeggio figure leading to the dominant triad 
introduces the melody sung by the voice. 
The melodic line sustained by the voice conforms to the 
simplicity of the accompaniment. 
The texture and musical activity characteristic of each 
component, that is, voice and piano accompaniment, per-
sist throughout in the identical manner in which they 
began. The accompaniment surges on with its arpeggio 
figure, and the voice maintains a simple melodic flow, 
each complementing the other unobtrusively. The song 
concludes with the same figure with which it was launche 
and on the dominant chord. Terminating on the dominant 
triad of the key seems to provoke a mood of incompletion, 
searching, and questioning. 
"Aus meinen Thr~nen spriessen" is the title of the 
ensuing song unit in Schumann's cycle. "From my tears 
many flowers shall blossom. My sighs will become a cho-
rus of nightingales. If you should love me, dear one, I 
will send all the flowers to you, and before your win-
dows shall be heard the song of the nightingale." Such 
is the paraphrased sentiment expressed by Heine in these 
verses. Simplicity is the predominant characteristic 
which Schumann renders the poem. The piano accompaniment 
follows religiously the melody sustained by the voice. 
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This identical melodic pattern is repeated three times 
in this relatively short composition. The second phrase 
introduced by the voice is again repeated, but altered 
rhythmically for variety • 
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The song concludes with a quiet harmonic progression in 
A major. 
The mood of the poet has veered in the next song 
from one of contemplation to one of carefree flippancy. 
"Di~Rose, di~!!!,lie, die Taube" is the title. "I don't 
admire the rose, the lily, and the dove anymore. I ad• 
mire only what is small, beautiful and pure." Need it 
be stated that Amalie lurked in the consciousness of 
the emotional poet? This lightheartedness is expreas;ed 
by Schumann against a background of sixteenth note 
rhythm in the key of D major. 
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This rhythmic texture continues throughout the song. A 
postlude restating the vocal melody draws the selection 
to ita conclusion. 
How typical of Heine this ensuing poem is~ "Wenn 
ich in~~ Augen seh'" is the revealing title. To 
comply with the feeling of the poet the tempo of this 
composition has been changed from the flippancy of the 
previous one to one of contemplation and wistfulness. 
"When I gaze into your eyes, all my sorrows disappear. 
When I kiss your mouth, I become completely cured. When 
I lean on your bosom, happiness comes over me, but when 
you say "I love you", then I must weep bitterly." The 
deep love for his cousin Amalie is disclosed in these 
verses by Heine. "So muss ich weinen bit!!rlich't simply 
expresses the height of emotion felt by the poet on 
hearing the joyful assurance that he is loved. 
The melodic line sustained by the voice is sup-
ported with the quiet chords of the piano accompaniment. 
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An interchange of activity between voice and piano pro-
duces an interesting effect. Secondary dominants are 
tastefully employed to enrichen the harmonic progres-
sions. A contemplative postlude by the piano achieves 
"Ich will meine Seelen tauch!,!!" is the aesthetic 
title of the following selection in Schumann•s "Dichter-
lie be". This poem capably illustrates the active imagin-
ation which is responsible for Heine's delightful word 
pictures. A distinct contrast between voice and aceom-
paniment is established in this song. While the voice 
sings "I will immerse my soul into the chalice of the 
lily", the piano accompaniment sustains an independent 
melodic line which is enhanced by an arpeggio pattern. 
The independent melody of the accompaniment has a des-
cending sequence in thirds. The rapid moving arpeggio 
accompaniment produces an effect of the trickling o£ 
water from the chalice of the lily des-cribed by the poet. 
This contrast and agility of voice and piano continues; 
to the conclusion. The minor mode of the key of B minor 
portrays the poet• s flight into the his realm of fantas,y. 
A brief postlude by the piano concludes the song. 
"Im Rhein, 1m hei~~sen Strome" is the descriptive 
41. 
title of the ensuing Schumann song. A picture of the 
Virgin Mary painted on wood is in the Cologne cathedral. 
In these verses, Heine compares her to his cousin Amalie. 
The enchanting image which he envisions is reflected in 
the undulating waves of the Rhein river. Heine had a 
penchant for sea descriptions. These are embodied in 
several of his poems. His admiration for the sea be-
came inextricably diffused throughout his verses through 
the medium of his vivid imagination. Several of his 
critics have called Heine a pantheist because of this 
tendency. 
Schumann employs a minor key (E minor) and a dotted 
rhythm in cut time to suggest the undulation of the 
waves. The voice sustains a slow moving melodic line 
to allude to the majesty of the river and of the vision • 
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The descending figure in the accompaniment is sequentia~ 
It descends from a higher to a lower level to sugg~st 
the water's depth. The swaying movement depicted by 
the dotted rhythm persists throughout the entire song. 
Enrichened harmonic progressions are significantly em-
ployed to stress the verbal delineation of the verse. 
The descending sequence of dotted rhythms conveys the 
song to a peaceful close. 
The Robert Franz (1815•1892) version of Heine's 
poem is much more simple in construction and musical 
conception than Schumann's interpretation. It is in 
6/8 time and in the key of D major. The piano accom" 
paniment employs simple chords of D major and its re-
lated keys. These sonorous chords sustain the melody 
sung by the voice. This melody flows along with uncom• 
plicated smoothness. The initial phrase stated by the 
voice recurs three times at various points throughout 
the selection. Modulations to the dominant and subdom-
inant keys are the only harmonic ventures into tonal 
variety. The song is unaffected throughout, and approx-
imates a folk song because of this simplicity. A more 
accurate idea may be gleaned from the following musical 
example which quotes the opening measures of the song. 
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Schumann's musical version of this poem has delved more 
profusely into harmonic exploitation of the verse. More 
of the art song characteristics are contained in the 
Schumann song. Both selections possess distincti~e qual-
ities reflective of the individuality of the composers• 
styles. 
"Ich grolle nicht" continues the "Dichterliebe" 
cycle by Schumann. "I do not complain, even if my heart 
does break, 0 Love, eternally lost." Heine's assumption 
that his cousin Amalie felt unspeakably miserable at 
being wedded to another man has found expression in this 
and other poems • . However, facts have proved this to be 
Heine's poetical delusion. Schumann employs a musical 
structure composed entirely of brooding dissonant chords 
to sustain the expressive vocal line. In the following 
musical quotation, it may be observed how dissonances; 
skilfully accentuate the key words of the verse. 
;::,che/t· 
Repetition of' the s:ame note serves to interpret the 
poet's imaginary excursions into his world of' phantasy. 
The verse "ich grolle nicht" is repeated twice in the 
conclusion of the song to stress the poet's precarious 
position in the uncomfortable situation. A brief' post-
lude by the piano employing the same brooding chords 
which introduced the voice, draws the song to its con-
elusion. 
"Und wftssten's die Blumen, die kleinen" is the titl 
of' the next select ion in -:he song cycle. "If the :!'lowers' 
the nigh.tingales and the stars knew of' my sorrow, they 
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would comfort me each in his own way; but they cannot 
know of the sorrow that has torn my heart asunder." 
Again in these verses, Heine expressed his emotions rel-
ative to his beloved cousin Amalie. Schumann has com-
posed an attractive musical setting to these lyrics that 
is quite pianistic in style and yet expressive of the 
sentiment in the poem. 
--
This pianistic activity of the accompaniment is main-
tained throughout the entire composition and is broken 
only by an independent melody of its own which recurs 
upon three occasions. 
It is to be noted that a melody in the bass clef of the 
piano accompaniment complements the descending melody of 
the treble clef. Toward the conclusion of the poem, 
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upon the word "zerissen" the structure of" the accompani• 
ment changes abruptly f"rom an almost liquid smoothness t 
a punctuating chordal pattern. 
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Immediately f"ollowing these words the piano accompanimen 
enters a literal interpretation of" the text with a f"ig-
'1:ne ana aescena1ng triplet of" the postlude 
coupled with a melodic bass line depicts quite realistic-
ally the words "zerissen mir das Herz". With a sf"orzan-
do eff"ect, the song aadences in A minor to its conclu-
sion .. 
Fanny Mendelssohn (1805•1846), sister of" Felix, has 
also composed a setting to the same poem. The simple 
melody and harmonies almost classif"y it as a f"o l k song. 
It is in the key of" D minor, and commences harmonically 
48. 
on the dominant chord. The vocal line is characterized 
by its simple melody which also occurs in the accompani-
ment • 
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An interesting melodic line harmonized in the key or G 
minor to which the song modulates, accentuates the ex-
pressive errect contained in the lines, nsie wurden mit 
m1r weinen zu heilen." 
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In the above example the note tt·gn is the apex or the mel-
odic line and stresses the word "weinen". The hal.f note 
-
"r" in the following measure on a lower melodic level 
but quite important, gives the word "heilentt the promin-
~nee it justly deserves:. From this one may observe how 
a composer consciously employs his materials to stresa 
the significance of the lyrics, and also discloses the 
emotional content. The use of the hal~-tone is engaged 
occasionally by the composer to accomplish the identical 
purpose. 
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The original melody stated at the beginning of the song 
returns again slightly modified. A swift moving melodic 
line is employed on the words "~rquicken" and "zerissen" 
while the accompaniment remains quiet by contrast. 
{\ 
-
() v 
A I 
. ~ J "'"" ... lP- \ J. \--
.. 
I 
' 
.. \ I 
The entire song concludes with the dominant of D minor 
with a raised third, imparting the impression that the 
song has modulated to A major. The conclusion is almost 
identical with the introduction. 
"Das ist ein Fl8ten und Geigen~ is the title or the 
following unit in Schumann's cycle. These lyrics depict 
a dance in progress the music of which is heard by the 
poet. Intermittently he hears a flute, a violin, and 
a trumpet which breaks in occasionally, and the poet ima-
gines his beloved one is dancing to the music. Schumann 
has set the poem in D minor in 3/8 time. 
figure in the bass of the accompaniment 
The rhythmical 
j Jl J is main-
tained throughout the song. The short introduction by 
the piano discloses musically that a dance is taking 
place. The treble clef of the accompaniment imitates a 
flute, while the entrance of the voice is marked by an 
inactivity that is in sharp contrast to the movement of 
the piano. The voice portrays the poet solemnly comment• 
ing on the proceedings. The brooding mood of the poet is. 
unmistakably evident. 
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The effective employment of chromatic notes imparts. the 
feeling of artificial merriment and the derision of the 
so. 
poet. 
The song is in binary form and the contrasting moods of 
ominous brooding and effervescent merriment are vividly 
depicted. Not until the last four measures or this sel-
ection does the musical pattern introduced at the begin-
ning alter. 
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A chromatically descending scale in D minor in both trebl 
and bass, and the employment of the raised third in the 
final chord concludes the song. 
"H5r~ich das_Liedchen klingen" is the title of the 
ensuing selection in this song cycle. "If I heard the 
cherished song which once my beloved sang, then my heart 
would emerge from sorv.ow." The expressive key of G minor 
is employed for the interpretation of this poem. A brief 
prelude by the piano accompaniment introduces the plain-
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tive declamations of the voice. 
A musical pattern employing a modified sigh motive in-
terprets the words "'mein ubergrosses Weh". This motive 
is carrie'd over into the postlude which concludes the 
song with a cadence in G minor. The musical extraction 
discloses the modified sigh motive. 
t~~~ 
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This excessive emotionalism of Heine was typical of the 
~ffusiv~ expression of his times. Although the poem ia 
brief, it reveals what depths _of emotion he could fathom 
in his verses. 
Heine re:fers to his own un:fortunate circumstances· 
in the next song selection entitled "Ein Jtlngling liebt 
ein Madchen". These lines cont.ain the history o:f Heine' 
unhappy love. He was spiritually and emotionally linked 
to his cousin Amalie, but she loved a man who in his turn 
married; so Amalie, in her disappointment took for her 
husband the first that arrived on the scene. The last 
stanza of this poem is perhaps more often quoted than any 
other verse from Heine. 
"Es ist eine alte Geschichte, 
Doch bleibt sie immer neu; 
Und wem sie just passieret, 
Dem bricht das Herz entzwei." 
Schumann has set these lines to a simple harmonic scheme. 
The pattern established by the piano accompaniment in the 
introduction continues uninterrupted until the words 
"der Jangling 1st abel d•ran". Since these words are a 
direct reference to the outcome of the affair, Schumann 
stresses their significance by sustaining the vocal line 
with comparatively full chords. 
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A short postlude employing the identical pattern dis-
covered in the introductory measures draws the song to 
its conclusion with an authentic cadence in E flat major. 
Occasional modulations to related keys vary the harmonic 
progression of the original key. 
"Am leuchtenden Sommermorgen" is the title of the 
rollowing song selection. A more hoperul note in Heine•s 
philosophical horizon is introduced in these lines. While 
the poet is promenading through the cheerrul garden on a 
bright shining morning, the rlowers seem to inspire him 
with a message or comfort and hope. A descendin~ arpeg• 
gio figure over a sustained bass note establishes the 
background of the lyrics~ 
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Temporary modulations and tempi alterations are dertly 
employed to accentuate the signiricance or the text. The 
postlude uses the melody sung by the voice in an effort 
to impart the composer's contemplation of' the poet who 
is resisting encouragement. 
".fch hab• 1m Traum gewein~t" is the introductory 
line of the rollowing selection in Schumann's song cycle. 
The expressive use of' the unaccompanied voice in this 
selection imparts to the listener a grimmer realization 
or the contents of' the poem. "I wept in my dreams. I 
dreamt you were lying in the grave. When I awoke, the 
tears were streaming over my race." The somber key of 
E rlat minor is employed. Only a few brief chords inter• 
54. 
rupt the expressive intonations of the voice whieh intro-
duces the song. 
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The reciprocation of voice and piano accompaniment in a 
sympathetic interpretation of the poem is an outstanding 
characteristic of Schumann's vocal compositions. The 
voice first declaims the lyrics, then the accompaniment 
comments upon wh at has been uttered with brief subdued 
chords. In this fashion the song draws to its conclu-
sion with the accompaniment restating the brooding mino~ 
chords introduced earlier. 
Robert Franz has also composed a musical setting for 
this poem which presents quite a contrast to Schumann's 
rendition. Subdued pathos is the keynote of Schumann's 
song. Restless anxiety is the chief characteristic ·or 
the setting by Franz. The individual interpret.ation of 
the poet's mood by the composers presents the essential 
difference betwreen the two settings. The key is also 
variant. 
ss. 
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The agitated triplet motive recurs impetuously at vari• 
ous places in the song. It is employed with dramatic 
intensity in one particular phrase, where it occursr al• 
most as a fate motive. Accentuation of the meaning of 
the verse may also be observed. 
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The song is in ternary form. Another instance of the 
stressing or the meaning or the verse may be detected in 
the rollowing example. The triplet motive which hereto-
fore has been used in bare octaves expands into sonorous 
chords in the last phrase o:f the song. The melody sus, ... 
tained by the voice ends on the raised subdominant degree 
and thereby creates a dramatic ef:fect. 
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The fretful theme introducing the song returns in oct aves 
to cone lude it. 
The title of the following poem set to music in 
Schumann's song cycle is "Allnlichtlich im Trauma". 
Heine's easily agitated nature may be detected in thesa 
lines. Such demonstrative effusion may be compared to 
and paralleled with the identical characteristics ob-
served in Goethe's "Werther". Careful examination of 
this literary work will disclose characteristics which 
strongly resemble those present in this poem. Phrases; 
such as "und laut aurweinend sttlrz• ich mich zu deinen 
stlssen Ftlssen." reveal unmistakable romantic proclivities. 
and is exemplary of the literary period in which he 
moved. The key or B major has been employed by Schumann 
to set these words to music. A constant shifting rrom 
2/'4 to 3/4 time may be observed throughout the song. The 
steady flow or rhythm is interrupted occasionally by the 
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employment of syncopation. Except for a temporary ex-
cursion into the dominant key, a strict adherence to the 
original key is observed. The phrases sustained by the 
voice are relatively short, and impart a feeling of 
breathless anxiety to the listener. 
Felix Mendelssohn has also composed a musical ver-
sion of this poem. In this setting in E minor, a short 
prelude by the piano accompaniment which broadens out in• 
to a single melodic passage introduces the entrance of 
the voice. 
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The emotional abandon of the verse is melodically ex-
pressed to the accompaniment of a syncopated motive. The 
essence of the poem is contained in this phrase. The 
musical interpretation which Mendelssohn renders it 
seems almost too inconsequential in view of the import-
58. 
ance of the verse. 
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The frequent appearance of unison and strophic form 
points to Mendelssohn's inclination to employ them. An 
extended melodic figure over a stationary chord in the 
base terminates the song. Although it began in E minor, 
the raised third in the final chord indicatea an appease" 
ment of the poet's restless mood. 
This figure was originally introduced at the beginning 
and here it is extended and occurs to unify the oomposi-
tion. All contending musical ideas are drawn to an 
adequate resolution. 
"Aus alten M~rchen winkt es" is the title of the 
ensuing Schumann song. The idea underlying this poem 
II 
somewhat resembles that of Schiller's "Das Ideal und das 
Leben", and of his still better known "Sehnsricht" both 
--
of which give expression to the longing of a poetical 
mind after the ideal world. In ala time in the key of 
E major, Schumann begins the musical exploitation of the 
verse. A swaying motion is suggested by chord structures 
in the brief prelude by the piano accompaniment. 
Modul.ations to related keys enrichen the harmonic progre 
sions. The sonorous chords remain constant throughout 
t he song. The poem terminates with the line "zerfliesstr 
WJle eitel Schaum". It is repeated twi ce and · the des,crip• 
tive harmonic treatment given by Schumann is worthy of 
interest. 
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The theme which introduced the song returns and leads to 
a succession of three tonic chords in dotted half•note 
rhythm which concludes the composition. 
The concluding song o£ the Schumann song cycle is 
titled "Die alten b~sen Lieder". The brooding aentiments 
prevalent throughout this song is typical of Heine's 
£luctuating emotional constitution. Schumann has com~ 
posed an unusual musical setting in C sharp minor. An 
introduct ion in unison octaves by the piano accompaniment 
establishes the motive which recurs at a later point in 
the composition. 
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When the voice enters with the theme previously announced 
by the piano, the accompaniment assumes a motive reflect• 
lve of the agitated thoughts of the poet. 
This persistent activity continues for four of the five 
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stanzas of the poem. When the words "denn solchem 
~rossen Sarge gebfthrt ein grosses Grab" occurs, a 
special harmonic treatment is given for emphas.is;. This 
ingenious device has been employed several times in this 
song cycle. 
Upon the word "~~" a syncopation enters the piano ac"" 
companiment for the remainder of the episode. This syn-
copation adds an effect of urgency for a resolution to 
the composer• a expression.. The proffered resolution isJ 
effected in the last line of the poem, and Schumann de-
scribes it with appropriate and eloquent harmonic pro-
gressions • 
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The key alters enharmonically from C sharp to D flat. 
The time signature also changes from 4/4 time to 6 / 4 
time and the tempo is indicated a s "andante espressivo"• 
When all these modifications occur, the postlude unfolds 
fifteen measures of eloquent musical description which 
comments upon the poet's declarations of philosophic 
meandering. The sonorous chords and general structure 
of the song discloses the pianistic background of the 
composer. This is a sterling example of perfect fusion 
of words and music. 
"Die Lotosblume" of Heine relates the story of the 
exot ic lotus-flower which shrinks before the sun's glar• 
ing splendour, but when the moon rises, she lifts he r 
head in admiration and trembles with love. There is an 
analogy to Heine's worship for Amalie contained in these 
lines. However, it is a scientific fact that the lotus -
flower shrinks from the glare of the sun, and droops in 
the daytime. Tranquil chords in F major introduce 
Schumann's setting of the poem. 
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This smooth movement of the voice and accompaniment dis-
closes a passiveness representative of the lotos•flower. 
An interesting harmonic progression is employed to em-
bellish the words "Der Mond~er ist i~Buhle." 
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With an increase in tempo the song gradually builds to 
its climax, and thereafter retards gradually to its 
close. The composition is simply conceived. The skil-
ful employment of dissonance serves to stress the signi-
ficance of the poem. The melody sustained by the voice 
is one of appealing simplicity. It concludes as unob-
trusively as it began. 
Robert Franz has also composed a setting for thi s 
poem which in several aspects recalls to mind the compo• 
sition of Schumann. Both composers employ sonorous 
chords to create the harmonic effect that each desires 
individually. The setting of Franz is also in 2/4 time, 
but in the key of G minor. A triplet motive in octavea 
on the same pitch symbolizes the lotus-flower in the poem. 
65. 
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This triplet motive in the piano accompaniment is very 
soon replenished with notes and expands into rich full 
chords which maintain the same rhythmic pattern. These 
chords occasionally extend beyond t he octave reach. 
The bass line or the piano assumes an independent import• 
ance o£ its: own. At strategic points in the song this 
line harmonizes the melody sustained by the voice. 
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Modulations to related keys assist in making the harmonic 
progressions more rich. · Dissonances are tasterully em-
ployed to stress the negative ideas o£ the verse. The 
song is well integrated as each aspect o£ cons.truction 
complements the opposing phase in harmonious reciproca• 
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tion. 
"Aus meinen grossen Schmerzen~ is the title or the 
ens uing poem in this collection. An expressive musical 
se t ting has been composed by Robert Franz. Brevity and 
qu ality appear to be the outstanding characteristics or 
the majority of the song compositions of Franz. In this 
selection both properties may be discerned. "From my 
sadnes s I write little song which I send to her. Yet 
they retur n to complain, but will not te l l me what they 
saw in her heart." Thus sings the poet. Franz_ begins 
his composition in F major but terminates it in its rel• 
ative minor, D minor. The melody flows along very smooth 
ly. No awkward skips or sudden changes mar the undula-
tion of the melodic line. 
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Modulations to related keys enrichen the harmonic pro-
gressions. The song which is in binary form concludes in 
D minor with the piano accompaniment restating the mel ody 
introduced at the beginning. 
Hugo Wolf (1860"1902) has composed a setting to 
this poem which is quite dirferent in scope and preten• 
sions than the setting of Franz. Wolf's composition is 
inrinitely more extended and varied, and lacks the simpli 
city contained in the Franz setting. A recurring sigh 
motive in G minor expresses the prevalent mood or the 
verse. 
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An arpeggio rigure varies the insistent sigh motive. 
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The bass clef or the piano accompaniment reveals a syn• 
copated motive to accentuate the word ".!_!agen". 
; . 
The sigh motive assumes an alteration which afrords a 
pleasant variation rrom its initial appearance. 
sa. 
The usual chromatic notes present in Wol!"•s song compo• 
sitiona are well pepp.ered throughout. The original sigh 
motive returns to terminate the composition in G minor. 
The Wagner inrluence on Wolr may be detected in his songs 
by the ever present "mot ivea" which represent ideas con-
tained in the poem. 
The sea, which plays an important role in many or 
Heine•s poetic works, is present in the poem entitled 
"Mein Liebchen, wir sassen~~~ammen traulich im leich• 
ten Kahn." Several romantic idioms reflective of Heine's 
emotional nature have been delineated against a back• 
ground of water. The essence of this poem is an intimate 
moment of amorous expression. Two lovers sail in a boat 
on the moonlit water, and are dispirited by their dirfer-
ences, consequently, they are blind to the beauty or 
Nature which surrounds them. Johannes Brahma (1833-1897) 
has composed a musical setting of this poem. He captures; 
the undulation of the boat in the water by a rhythmic 
pattern in 6/8 time in the key or A minor. 
The voice courses along its melodic phrases against thia 
figure in the accompaniment, Chromatic alterations vary 
the motive to prevent monotonous repetition. While the 
words describe a magic island bathed in the silvery 
beauty of the moonlight, the harmonic progressiona as-
sume maximum chromatic color. 
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This harmonic depict ion of the lines of the poem contin• 
ues to the last episode of the song. The climax is 
achieved through superlative chromatic measures and an 
accelerando of tempo. A return to the original patterns 
in both voice and piano distinguish the anti-climax and 
concluding episode. 
This identical poem has also been set to music by 
Hugo Wolf. The movement of the water seems to be the 
dominant factor in Wolf's musical depiction. The piano 
accompaniment lit e rally ripp.le s up and down the scale in 
an undulating figure. 
This water motive remains constant throughout the entire 
song. It assumes chromatic alterations and even modu• 
• lates enharmonically to G flat major. At times it moves 
diatonically, but always reverts to its original arpeggio 
formation. The vocal line offers no complicated aspects, 
but is placid by contrast to the agitated accompaniment 
of the piano. 
Alexander von Fielitz (1860-1930) has set three of 
Heine's poems in an abbreviated song cycle. ~Am Kreuz-
!!~ wird be5raben" is the title of the first of these 
poems. The prospective interment of a suicide is the 
gloomy subject of the poem. p·araphrased, the content 
of the lines is: "A blue flower will grow on the grave 
where I a.tood and shed a tear for the poor unfortunate 
man. In the cold and silent night the flo•er drooped 
its lovely head." Simplicity is the chief characteristic 
of Fielitzts setting in E flat minor. Chords only negli• 
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gibly altered punctuate the melody sustained by the 
voice, and they occur on the aocented beat of the meas• 
ure. However, in the postlude a poignant melody is in-
troduced which sums up the appealing effectiveness of the 
song. The recurring minor third depicts eloquently the 
sighing of the poet. 
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"~liebst mich n1oht" is the provocative title of 
the ensuing poem in Fielitz•s group. It dis~loses Heine 
in a plaintive mood. "Even though you dislike me, please 
allow me to look upon you and I' 11 not complain."· Fiel• 
itz has composed a musical setting comparable to the 
initial poem in the series for its simplicity. As in the 
previous composition, brief chords occurring on the 
accents in 2/4 time punctuate the melody sung by the 
voice. The melody proceeds along to its conclusion 
72. 
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without presenting any complications. As in the first 
song, a new motive is introduced in the postlude which 
concludes the song in A .flat major. 
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"Ja, du bist elena"· is the title o.f the .final song 
composition of this small group. In this poem, Heine 
imagines that his cousin Amalie is as dejected as he, 
even though she makes a valiant attempt to conceal it. A 
descending passage in octaves in the piano accompaniment 
serves to interpret the words "wir sollen Beide elend 
sein." (} .)}:: ,l ,..._____, 
J .. B . /. ~ '"'· ~.»ir •D ilen e1de. e e,.c:J 5e.1n-
• • • 
-
~ 
~ f . . \---' I 
~ ~ ~ J:F,.:~~s ... 
A fragment of the melody sustained by the voice recurs 
in the accompaniment transposed a third higher in pitch. 
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Diatonic chromatic lines harmonized with appropriate 
chords are prominent in several measures. A melody aim-
ilar to the one in example two of this song comprises 
the last phrase of the voice part. The postlude intr o-
duces a descending melody which terminates the song in 
E minor 
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Robert Franz has also composed a musical setting for 
this poem. This rendition makes an interesting use of 
chromatic chords to interpret the dejection contained in 
the verse. The tempo is indicated as "largo appassionato 
and the piano accompaniment discloses a triplet motive. 
The introductory measures are submitted herewith as a 
75. 
musical example. 
The bass line of the piano accompaniment maintains an 
independent melodic line of its own. This line harmon-
izes with the melody sustained by the voice and occasion• 
ally moves along in unison with it. The triplet figure 
introduced in the accompaniment remains present to · the 
conclusion of the song. Excursions of both voice and 
piano into chromaticism enrichens the harmonic progres .. -
sions. The employment of chords unrelated to the origin• 
al key is accomplished smoothly and stresses the signifi-
cance of the words. Although the composition at its in-
ception starts in C major, it terminates on an E major 
chord through a series of successive chromatic progres;-
sions employed throughout. 
Two additional poems set to music by Hugo Wolf will 
be discussed before the curtain is drawn upon "Llri!che~ 
Intermezzo". 
The first of these is titled "Das 1st ein Brausen 
und Heulen." The emotional storm and deep feeling or 
pathos contained in Heine's poem is quite vividly de-
picted in the musical setting by Hugo Wolf. With rapid 
movement, a melody in octaves in F minor and syncopated 
establishes the introduction of the song. 
This melody in octaves remains present throughout the 
song and assumes several chromatic alterations. The 
vocal line by comparison is quite uncomplicated. The 
accompaniment furnishes the majority of the interpreta-
tion of the poem. Chromaticism is one or the chief 
technical aspects or the composition as may be discerned 
in the following example. These revealing measures sug-
gest a wagner inrluence. 
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the vocal declarations • 
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The rretrul impetuous melody in octaves observed in the 
introduction returns to draw the song to its conclusion. 
The rinal poem ror consideration is entitled "Mir 
tr!umte von einem K~nigs~ind." A rather wistrul ballad 
is unfolded within these lines. A paraphrased version 
might be~ "I dreamt or a king's daughter who had wet, 
pale cheeks. We sat under the linden tree and discoursed 
of love. 'I do not want thy rather's throne, I do not 
desire his golden sceptre. I do not wish his diamond 
crown, I want only thee, thou beautiful one.' 'That 
cannot be,• she said to me, tror I lie already within the 
I grave. Only in the night may I come to thee, and that 
because I love thee so much.' " 
The voioe ls the initial component to introduce 
the composition in C major with quiet chromatic chords 
accompanying. This is the first of the Wolf song com-
positions to begin with the voice unaccompanied. After 
the initial episode the connecting measures of the piano 
afford some harmonic and melodic interest and variation. 
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Sonorous chromatic chords are very much in evidence in 
the song. This harmonic tendency implies once again the 
I Wagner influence. At the conclusion of the second epi-
sode another melody imitative of the vocal line makes its 
appearance. An element of mystery and of the supernatu-
ral is harmonically delineated with the words "und nur 
des Nachts komm ich zu dir." 
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upon the completion or this episode which describes a 
supernatural element, a postlude containing a melody 
based on a previous theme in the last episode draws the 
song to its conclusion • 
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DIE HEIMKEHR. 
The poems included in the "Heimkehr" were chiefly 
written between May, 1823, and January, 1824. The form-
er is the date of Heine•s departure from Berlin tore-
turn to his parents then resident at LUneberg in Hanover, 
where most of the poems of this cycle were written; hence 
probably Heine's choice of the name "Heimkehr". In June, 
1823, he went to Hamburg and thence about a month later 
for a six weeks• visit to the seaport of Cuxhaven to re-
cruit his health. After that he returned to resume his 
legal studies, in January, 1824. The poems composing 
the "Heimkehr", mark a distinct advance in form, matter, 
and originality. 
The title of "Die Doppelgln~" has been adopted for 
the initial poem of this series. Actually, the first 
line of the verse runs as follows: "Still ist die Nacht, 
es ruhen die Gassen". Within the lines of this poem, 
Heine alludes to a nocturnal jaunt of his through the 
town, and musea on a house wherein his beloved once 
lived. The mood is one of mystery and suppressed an-
guish. Franz Schubert {1797•1826) has composed a very 
eloquent musical description of the poem. A series of 
brooding chords depicts the eerie mood in the introduct-
l ory passagea. The key is B minor in 3/4 time. "Molto 
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andante" is indicated as the tempo. 
The voice makes its subdued entrance in hushed tones on 
the tonic chord or B minor. It is almost declaimed in a 
quiet whisper. The piano accompaniment only rarely alter 
its characteristic tone-painting chords. In one or these 
instances, it assumes the melody sung by the voice and is 
repeated twice in the song. 
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The song builds gradually to its climax as the tempo in-
creases and the chords assume a greater chromaticism. 
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The identical series or brooding chords which introduced 
the song concludes it • 
. The ensuing poem is entitled "Die Stadt". The 
town referred to in this poem is Hamburg, from which 
place Heine wrote to his friend Moser on 11 July, 1823. 
"Die alte Leidenschaft bricht nochma1s mit Gewa1t hervon 
Ich h!tte nicht ~ch Hamburg gehen sollen." Franz 
Schubert has chosen the plaintive key of C minor for his 
setting of the poem. The introduction depicts the city 
enshrouded in twilight looming in the distance. 
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The final measure of the introduction repeats three 
times. The simple melody throughout the song offers no 
difficulty or unusual aspects. The piano accompaniment 
on the other hand paints the entire picture. The mot-
ives in the introduction continue repeating throughout 
the greatest part of the song. It is interrupted only 
by an episode which follows religiously the melody sus-
tained by the voice. The voice seems to be commenting 
on the depiction of the poem by the piano. 
The episode illustrated in the above example is repeated 
two times with dirrerent words, of course. The deacrip-
tive passages or the introduction r .eturn to conclude the 
song. 
"Das Fischermlldchen" is the title of the roll owing 
poem. The verses disclose Heine in a more jovial mood. 
He invites a lovely fishermaiden to sojourn with him and 
not be apprehensive. If she can trust the sea with its 
wild waves, she can trust him. His heart is like the sea 
where there are many treasures hid~en in its depths. A 
swaying 6/8 rhythm characterizes the musical setting in 
A flat major by Schubert. The initial phrases of the 
voice are melodically constructed upon the tonic chord. 
' After a brief interlude paving the way for a modulation 
to C rlat major, these two phrases occur again in the 
new key. 
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Another interlude modulates back to A r1at major and the 
entire rirst episode is repeated. The song is in ternary 
rorm. An abbreviated postlude which employs material 
used previously in the song draws it to its conclusion. 
The rollowing song takes place near the sea again. 
"Das Meer ergllnzte welt hina~" is the rirst line or the 
poem. Heine's appreciation or the sea is rerlected in 
the lines, and his keen observation or its varioua as-
pects. In the rinal stanza or this poem the epithet 
"d~s ungltlcksel•ge Weib" does not mean that Heine's.: be-
loved was unfortunate, but that she brought ill-luck to 
him. The poem depicts the farewell acene of the two lov-
ers. Needless to say, Heine figured quite prominently in 
this episode. Franz Schubert has set this poem to music 
in the key of C major. The tempo is indicated as "molto 
lento". The introductory chords disclose the drama and 
heartbreak contained in the poem. 
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The melody sung by the voice is also embodied in the 
piano accompaniment. 
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The !"irst episode is rather quiet but is soon interrupted 
by turbul ent pass.ages oc c asioned by the verse. 
This tremolo very shortly tapers o!"!" to the identical 
quiet introduction by the voice and piano. The entire 
sequence is repeated and indicates the binary !"orm o!" 
the song. The chromatic chords which were in evidence 
at the introduction o!" the song return to conclude it. 
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The melodic line o£ the voice terminates with a gruppetto 
which expresses eloquently the signi£icance o£ the word 
"Thrl.nen". 
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The title o£ the ensuing song is "Morgengruss". It 
has been set to music by Felix Mendelssohn in a song or 
almost severe simplicity. The melody and harmonies con-
£orm to the disarming sincerity o£ the poet•s emotions. 
The song commences rather quietly on the tonic chord of 
D major. 
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The harmonies move ~na££ectedly from tonic to dominant 
to subdominant. Only an occasional modulation to re-
lated keys otters variety in the harmonic progression&. 
The £requent employment o£ unison sugments the ef£ect or 
simplicity. The composition concludes, as unobtrusively 
as it began, with the tonic chord in arpeggio form. The 
87. 
dynamics are indicated as pianissimo to stress the mean-
ing of': "Sie liegt noch und schllf't, und trlumt von mir." 
"Du bist_,!ie eine Blume" occupies a very special 
niche in the memoirs of' Heine's lif'e. When it was quite 
evident that he would never succeed with Amalie, Heine 
became strongly attracted to her sister Therese. This 
poem is dedicated to her. Very little is known about 
Therese, f'or Heine veiled all his ref'erenees to her and 
never so much as mentioned her even to his closest 
friends. So well did he pr~serve his secret that not 
until thirty years af'ter his death was the !'act of' his 
love f'or Therese even discovered. As a consequence, 
all of' Heine's early biographers f'ail to do more than 
merely mention her. 
Franz Liszt (1811-1886) composed a setting to 
these verses which of'fers much for analytical consider-
ation. The key of A major is employed in 3/4 time. The 
principal theme of the song is introduced by the piano 
in the bass clef. It approximates a cello introducing 
a theme in an orchestral composition. 
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The voi c e a s sumes the melody introduced by the piano 
while the piano accompanies with short chords employing 
the rhythm: 3/4 JJ/d~. The melody sustained by the 
voice has a haunting beauty and moves along quite smooth 
ly. An interlude by the accompaniment reproduces a var-
iation on the theme introduced at the beginning. 
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This variation of the original melody recurs while the 
voice maintains its independent melodic line. This 
countermelody in the accompaniment harmonizes with the 
melody sung by the voice. A third variation of the 
cello-like t h eme is produced again while the voice main-
tains a melodic line on a single pitch. 
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Full chords quietly support the vocal line to the finish 
sa. 
The melody presented under so many alterations recurs 
two more times to conclude the song as a postlude. Disw 
aonances and chromatic chords are dertly employed to 
accentuate the meaning or the words. 
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Anton Rubinstein (1829-1894) has also composed a 
musical setting to these line which orrers a distinctive 
quality of its own. It varies in a pronounced manner 
rrom the composition or Liszt. The key is E flat major 
in 2/4 time. The piano accompaniment engages in a sim-
ple pictorial description which conjures a mental image 
of a rreshly culled flower rloating lazily midstream. 
This errective depiction remains present throughout the 
song and serves as a background for the declamations or 
the voice • 
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The descriptive chords o£ the accompaniment are inter-
rupted only once for a brie£ span. 
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A postlude consisting o£ the identical chord pattern in-
traduced at the beginning concludes the song. 
The final version o£ "Du bist wie eine Blume" by 
another composer is allotted to Robert Schumann. It is 
in A flat major and opens with a brief introduction by 
the piano. The voice enters with a melodic phrase which 
is repeated at a later point in the song. 
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The imaginative employment of dissonance may be also 
detected in this composition. 
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Sonorous chords employed throughout the song have a de-
liberative effect. A mood of pensiveness and deep ten-
derness, pervades. A slow moving postlude adds a musical 
afterthought to the poem. 
The title of the ensuing poem in this collection 
is "Die Lorelei". This rather celebrated ballad has 
been interpreted to denote allegorically the fatal in-
fluence of woman upon man in general, and of his cousin 
Amalie upon Heine in particular. The legend of the 
Lorelei is not traditional, but was invented about 1802 
by the romanticist Klemens Maria Brentano (1778-1842), 
who connected it with the dangerous rock in the Rhine 
river between st. Goar and Oberwesel, called "Lorelei" 
(Lore Lan or Lurlei). Lore is a popular abbreviation 
of Leonore, and Lei denotes a "rock", especially 
slate rock. The musical exploitation of this poem by 
Franz Liszt is elaborat e . It begins in E minor in 3/4 
time. A theme is introduced in the bass clef of the 
piano accompaniment which is repeated three measures 
later an octave higher. 
c .u, 
~ ~ ' -\~·~ r ... ~ , v"t \ II \ 
. 
' " '-' 
Q' 
91. 
92. 
The identical type or introduction by Liszt was employed 
in a song previously discussed entitled "Du bist wie eine 
Blume". The introductory theme has again the cello-like 
characteristic which Liszt dertly utilizes to great ad-
vantage. The entire rirst episode of the song is in 
recitative style and is punctuated with chromatic chords 
in the piano accompaniment. An interesting undulating 
figure is introduced to depict the poet's contemplation 
l of the alluring vision he is conjuring in his imagination 
It is repeated twice and descends in a sequential pattern 
The direction ~una corda" is indicated ror the piano, and 
augments the mood of mystery and fatal fascination. 
As this wavering pattern d ascends to the bass clef' of the 
accompaniment, a melody unobtrusively evolves which is 
assumed by the voice later. The key alters from E 
minor to E major as though to dispel any lingering doubts 
in the mind nf' t:hA noAt. 
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As voice and piano course along in interpretative chan-
nels, chromatic notes are employed to enrich the harmony. 
At the conclusion of the second episode, the key alters 
to B flat major, and the piano accompaniment discloses a 
melody pregnant with romantic flavor. Perhaps it repre-
sents the magic melody with which the Lorelei lures men 
to their doom. 
once again the voice assumes this melody in its depiction 
of the fatal Lorelei. Immediately following this episode 
the key returns to E minor and the time signature is 
altered to 4/4 time. As the Lorelei begins her incanta-
tion to ensnare her victim, a series of speedy triplets 
on the same pitch interspersed with brief chromatic 
chords express the imminent tragedy. 
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As the boatman encounters his doom in the bosom of the 
swurling waves, the piano accompaniment discloses a 
tremolo and an undulating diatonic chromatic passage in 
an increased tempo. 
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This excitement continues through a descending pattern 
until it rumblea away int o a quiet passage resembling 
quite markedly the melody which established the motive of 
the Lorelei in the introductory measures of the compos!-
tion. 
From this point forward to the conclusion melodies and 
harmonic patterns previously introduced are repeated en-
tirely or in part. The complete composition tapers off 
gradually to a very quiet conc l usion. The key of E 
minor is retained in the last episode of the song. 
The musical interpretation of Heine's ''Die Lorelei" 
the interpretation of the ballad entirely to the delivery 
of the singer. It is in C major in 6/8 time and modu-
lates to the dominant and subdominant keys . The song is: 
in strophic form. 
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For the greatest portion of this song by Silcher, the 
most simple harmonies are employed. It remains uncompli-
cated to the conclus ion. Liszt dramatized the verse at 
every possible opportunity. Silcher, on the other hand, 
allows the poem to have complete dominance in his compo-
sit ion. 
"Miidchen mit dem roten Mtlndchen" is the title of 
the following song in this series. The poem unmasks 
Heine in a flippant mood while at the same time it en-
deavors to reveal him in a mood of tenderness. Robert 
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Franz selects the key o£ D rlat major £or his musical in-
terpretation o£ the poem. A triplet figure recurs as a 
motive throughout the song. Franz does not choose to 
commence it on the tonic harmony, but prefers to embark 
with the employment of supertonic harmony. 
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The piano accompaniment studiously rollows the melody 
sung by the voice. The harmonic pattern established by 
the piano accompaniment remains constant to the end. The 
song is in ternary rorm. The use of octaves in the bass 
cler or the piano is observed in many o£ the song compo-
sitions or Franz. The interpretation or ideas contained 
in the poem is uppermost in the composer's mind. The 
lowered mediant degree serves this purpose in the rollow-
ing example. The pianistic background o£ the composer 
may be discerned in the example. The lowered mediant 
degree serves eloquently to interpret the words "und 
mit Thranen sie benetzen". 
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A descending melodic passage in both voice and piano 
parts concludes the song with a cadence in D rlat major. 
"Qer Tod, das ist die k~le Na~" is the philoso-
phic title or the ensuing song. The poem discloses 
Heine in a mood or brooding pathos. Johannes Brahms;• 
musical setting or these lines accentuates the natural 
rhythm of the words. The song begins quite slowly in 
6/8 time in the key or c. Chords establishing the 
rhythm of the words introduce the melody sustained by 
the voice. 
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Descriptive chromatic chords in the piano accompaniment 
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surge along in the £ollowing rhythm: 6/8 t4 f4. It is 
these constantly changing harmonies which capture in 
musi c the predominant idea behind the words. The 
second stanza is interpreted with a little more anima-
tion in the accompaniment. The le£t hand plays an 
arpeggio £igure which continues almost to the beginning 
of the postlude• 
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Each stanza is separated -by a brief recurring passage 
by the piano. Passing modulations enrichen the harmonic 
progressions o£ the accompaniment. An interesting use 
of chromaticism may be observed in the final phrase sus-
t ained by the voice. 
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A brier postlude by the accompaniment gradually tapering 
to a pianissimo concludes the song. Expressive chroma-
tic chords and strict observation or the rhythm or the 
poetry have served the interpretive intentions or the 
composer. 
~sie haben heute Abend Gesellschart" is the ractual 
title or the ensuing poem. The poem reveals Heine in a 
sullen rrame or mind. Paraphrased, the content of the 
poem is: "Tonight she has company. Up there at that 
bright window a beloved shadow moves. She does not see 
me here below standing alone in the dark. Even less 
can she see my disconsolate heart which loves her. This 
heart loves her, breaks and bleeds, but she does not see 
it." Hugo Wolf composed a musical setting which high-
lights the melancholy state of the poet by a contrasting 
merriment in the piano accompaniment. 
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These introductory passages depicting the gaiety of the 
social evening undergo several chromatic alterations 
which continue through the first episode of the compo~ 
sition. Interesting harmonic treatment is imparted to 
the first negative element introduced by the poet in the 
line "du schautst mich nicht". 
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Harmonic treatment of a greater variety occurs a few mea-
sures later when the poet states, "1:_2ch wen' er kannst du I 
schau'n in mein dunkles Herz hinein." 
-
Copious are constantly cropping up to guide 
oth singer and accompanist to interpretive perfection. 
The motive of gaiety returns for a few measures but soon 
dwindles to a sigh motive to express a darker shade con-
tained in the verse. It reverts to the original motive 
and is interplayed with a descending syncopated passage. 
The syncopated figure continues alternating with the gay 
motive established in the introduction. An effect of ur• 
gency is created by the use of syncopation. Interesting 
use of chromatic notes may be discerned in the musical 
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The postlude returns to the vivacious motive of the 
initial episode, but is interspersed with sudden 
sforzando chords which depict the poet's strong objection 
and heartbreak. 
"Ich stand in dunkeln Tr!umen" is the imaginative 
-
title of the next poem. The content of the poem reveals 
how acute Heine's feelings were for his cousin Amalie. 
"In the midst of a dream I looked at you r picture and t he 
face began to live. Around your lips played a wonderful 
smile, and how your eyes shone, full of tears. My tears 
also flowed down over my faoe. Alas, I cannot believe 
that I have lost you." Hugo Wolf composed a setting for 
the poem which ingeniously employs several harmonic de-
vices. They reveal a keen insight into the meaning or 
the poetry. The song is in A flat major in cut time. A 
motive which begins the introduction is repeated a rourth 
. below in fugue rashion. Thereafter an eloquent melodic 
line is establishe d against which an equally commanding 
countermelody provides a contrapuntal weave .• 
. .... \ I . 
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various rragments or this melody occur intermittently 
throughout the song as motives reflective of the poetry 
or the composer's reaction to it. There are arpeggio 
and triplet figures employing chromat i c alterations 
which serve to introduce a note of musical variety. 
I 
Perfect fusion of both words and music is skilfully 
attained by the composer. An interesting example of this 
point may be observed in the following extract from the 
song. The apex of the melodic line sust aim d by the 
voice is on the pit ch "A" and a countermelody is to be 
observed in the piano accompaniment. An interesting 
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use of chromaticism may also be detected. 
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The contrapuntal episode of contrasting melodies form-
ing the introduction of the song returns to conclude it. 
The ensuing poem reveals Heine in a more heroic 
mood. Here he depicts himself gallantly riding to his 
beloved• a home to deliver a wreath of roses. Hugo Wolf, 
whose sensitive imagination has been kindled with the 
thought of the poem, has composed a musical setting 
the motiv e of which recalls to mind Schumann's composi-
tion entitled "Wilder Reiter". This motive provides 
the musical background against which the voice sings 
104. 
A melody occurs in the bass clef of the accompaniment 
which varies to some extent the ride motive just quoted. 
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This ride motive is taken up by the voice. 
The motive is re-echoed in the piano accompaniment and 
draws the song to its conclusion in a postlude employing 
the identical theme. 
NEUE GEDICHTE. 
This volume or poetry achieved immediate notoriety 
because it won the praise or the more daring critics. It 
was considered undeniably brilliant. The lyrics in this 
collection surpass in since·rity the lyrics or the "Buch 
der Lieder". The "Neue Gedichte", which had ror the most 
- --
part appeared separately in perio~icals. or in other works 
or the poet, were collected in 1844 and published with 
the u·~ tgedichte" and "Deut schlandt ein Wintermft.rchen". 
The Neue Frfthli~, written ror the most part in 1830 at 
the suggestion or Albert G. Methressel (1785-1869), the 
composer, was published in 1831 as part or the second 
volume or the "Reisebilder" in its second edition. The 
collection opened with the dedication, "Seine~chwester 
Charlotte Embden geb. Hein~~widmet diesen 'Neue Frtthling 
artig und liebevoll der Verrasser" and had as motto the 
rollowing broken lines: 
"Ein Fichtenbaum steht einsam 
Im Norden. • • • • • • • • • 
? . . • • . • • • • . • • • • 
Er tr~umt von einer Palme 
Die rern. • • • • • • • • 
. . . . . . .. . . . 
The poems or the Neue Frnhling have an echo or the 
Volkslied. They are lyrical, erotic, and personal, and 
treat or the old, yet ever rresh theme or springtime and 
105 .. 
love with the grace and originality peculiar to Heine, 
forming a more harmonious whole than even the fyrische~ 
Intermezzo. 
"Leise tieht durch mein Gemt1t" is one o1' the o1'ten 
quoted poems by Heine. These lines also expose quite 
obviously his more buoyant nature and substantiates the 
premise that he was most assuredly not altogether on the 
gloomy side of life. The first quatrain is submitted 
herewith. 
"Leise zieht durch mein Gemt1t 
Liebliches Gel~ute. 
Klinge, kleines Frt1hlingslied, 
Kling hinaus ins Weite." 
Exhiliration, gaiety, and exuberance are the feelings 
communicated through these lines. Felix .Mendelssohn set 
the pace 1'or it with a short introduction by the piano 
in sixteenth notes, all constructed on the tonic chord 
of the key of D major. 
This sixteenth note rhythm established in the intra-
duction of the song is maintained throughout the entire 
composition. Simple harmonies are employed throughout 
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the song. They consist o£ tonic, subdominant and domi-
nant ch ords with very little deviation £rom them. Be-
cause of the simplicity of both melodic line and harmonic 
accompaniment, the song assumes a folk song characteris-
tic. 
"Wie des Mondes Abbild" is the index title o£ the 
ensuing poem in this group. In this poem Heine compares 
his beloved to the reflection of the moon on the shimmer-
ing water. Robert Franz has composed a musical setting 
in D flat major in 4/4 time. The upper register or the 
piano is employed to describe the reflection of the moon. 
Unirorm chords portray the unruffled waters of the sea. 
Here again Heine's £ascination of the sea may be detected 
as in many of the poems analyzed earlier. Once again it 
provides the background for his mood. The introductory 
measures of the song are extracted for observation and 
consideration. 
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The song is in binary form. At a later spot in the song, 
the identical melody introduced by the voice returns. 
A modulation to the dominant key is the only harmonic 
venture into tonal variety. The brevity or the song 
does not in any way detract rrom its excellent quality. 
A return to the original key is errected in the last 
phrase by a cadence in D rlat major. 
"Die blauen Fr\lli.lings augen" is the romantic title 
or the ensuing poem which discloses Heine in a more 
jovial mood. The blue eyes of spring rererred to in the 
title is the rigurative appellation ror violets which the 
poet has plucked while a nightingale was singing. Flip-
pancy is the prevalent mood or the poet, in spite or hia 
usual turbulent nature. Robert Franz has also set this 
poem to music in F sharp major in 6/8 time. The song is 
in three part form. Each episode of the composition is 
harmonized with the identical harmonic progressions. The 
melody has a graceful lilt which the piano accompaniment 
emphasizes and follows closely. 
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A diatonic melody in the bass line of the accompaniment 
harmonizes the melody sustained by the voice at various 
loa. 
points in the song. It also contains a counter melody 
to the line delivered by the voice. A short postlude of 
two measures repeats in part the melody of the second 
phrase. 
"Der Page" is the title of the following song in the 
series. In this ball~d Heine describes the tragic re-
sults of the love of two people. There is an implied 
parallelism to his own disappointing relationship with 
his cousin Amalie. Anton Rubinstein has composed a 
musical setting to th~se lines in E minor in 3/4 time. 
A motive recurring as a connecting link between episodea 
introduces the song. 
~ y,M~>el e ~atiJ 
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The initial melody sustained by the voice is fairly un-
complicated and is harmonized with the tonic chord of E 
minor. In the second episode of the song this identical 
melody returns a third higher than originally introduced. 
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The piano accompaniment for the first three episodes ia 
simply constructed, being for the greatest part chords 
intermittently placed to support the voice. In the fol-
lowing section, the piano accompaniment produces more 
activity and harmonizes the melody delivered by the voice 
in octaves a third above. 
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The musi cal pattern established by the piano accompani-
ment remains constant throughout this episode. An in-
t eresting motive which is introduced and repeated direct-
ly before the final phrase serves to create variety. 
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The diatonic descending thirds in the bass clef of the 
piano imbues the verse with a pessimistic hue. The theme 
which served to introduce the song returns once again to 
conclude it. This theme has been one o£ the consistent 
uni£ying elements o£ the composition. 
"In der Fremde" constitutes a collection o£ poetry 
Heine wrote while he was in exile because of political 
entanglements. "Es war ein Tr~" is numbered among the 
poems of this group. Heine wrote this poem while he was 
in Paris. He thought often of his native land and of hi& 
childhood scenes. The poem is an expression of this nos,"" 
talgia which Heine describes with deep feeling. Eduard 
Lassen {1830-1904) has composed a very simple musical set 
ting which enhances the emotional content of the poem. 
It is in E major in 9/8 time. The tempo is indicated as 
"lent o con molt o sentiment o". The introductory motive 
creates the nostalgic mood. 
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The uniform setting for every stanza indicates that the 
song is in strophic form. A slow moving ,Piano accompani-
ment is varied with an interesting treatment o£ the word~ 
"es war ein T~~" which occurs at the close of every 
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stanza .. 
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The rhythm is altered and the upper register of the piano 
is employed to depict a reminiscent adventure of the 
poet. A postlude repeating the last measures of the song ! 
draws the composition to its conclusion. The harmonic 
progre ssions are enhanced with chromatic notes. 
A more contemplative attitude is projected in the 
title "Wo wird einst des Wandermtlden letzte Ruhesti.te 
sein". Paraphrased, the content of the poem is: "Who 
knows wh ere the tired wanderer will at last lay his 
weary head. In what strange land or circumstances? This 
I do know, however. Wherever I shall be laid to rest, 
God's sky and stars will be above me and serve as funeral 
lights." Several interesting phases of Hugo Wolf's style 
of composition may be detected. The melody surges along 
in F major and modulates to the tonic minor. The piano 
accompaniment sustains countermelodies and sonorous. 
pianistic chords. A succession of two triplet figures 
employing chromatic notes, rhythmically dissimilar, serve 
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to suggest the significance of the words. 
An example of countermelody supported with harmonies rem-
t iniscent of wagner occur s in the last phrase of the song. 
Harmonic seque n ces of this order may be observed in the 
earlier passages of the composition. Among others compos;ed 
by Hugo Wolf, this song indicates the strong influence of 
Wagner. 
"Der Asra" is the title of the ensuing poem of 
these analyses. This ballad of Beine's is based on a pas-
sage occurring in De Stendahl 1 s book ''~ L' Amour" ( 1822.). 
' "Sahid, fils d'Agbea, de~anda un jo~ a un Arabe: 
--"De quel peuple es-tu?'t 
-
--"Je suis du peuple chez lequel on meurt quand on 
/ aim~ repondit l'Arabe. 
--"Tu es_5.!2.!:2 de la t::!,bu de Aszra?" .aJouta Sahid. 
~ / 
--"oui, par le maitre de la~abat" repliqua l•Arabe 
--"D' o"U vient done que vous aimez de la sorte?" de-
-------------
manda ensuite Sahid. 
--"Nos f!_~S sont belles.. et nos je~~gens sont 
chaste," r~pondi!_!' Arabe ." 
The essence or this little anecdote is contained in 
the poem or Heine which Anton Rubinstein has set to music 
in E minor to 3/4 time. Both voice and piano commence in 
unison to relate the sultry story. The harmony employed 
by the composer remains quite simple throughout the song. 
Unison and triplets are among the devices utilized which 
create an eastern flavor in the song. An interesting 
passage recurring twice in the piano accompaniment sup-
ports a simple melodic line. 
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The eastern aspect noted earlier in this analysis is 
created by a series or triplets played in unison with the 
melody sustained by the voice. The musical quotation 
extracted from the song illustrates this point. Triplets 
alternating with the normal beat produces a note of 
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A short postlude restating the melody established earlier 
concludes the song with a plagal cadence. 
The poems £rom this point £orward have been extract• 
ed from the collection entitled "Neue Liebe". It is one 
of the groups of poetry embodied in the "Ne~_Qedichte" • 
• 
The descriptive title of the initial poem is "In dem 
Mondenschein 1m Walde". The £1rst stanza is submitted 
to establish in the mind o£ the reader the panorama des-
cribed by the poet. 
"In dem M on dens che in 1m Walde 
Sah ich jUngst die Elfen reiten 
Ihre H6rner hort ich klingen, 
Ihre Gl6cklein h8rt ieh lluten." 
Poets o£ten embark upon literary excursions into the 
realm of the supernatural, and Heinrich Heine presented 
no exception especially since he was endowed with an alR 
most overactive imagination. A great deal of mystery and 
subdued excitement characterizes the background o£ the 
poem. Felix Mendelssohn composed a musical setting £or 
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for these lyrics which is interesting for its modes at-
tainments. The accompaniment begins at a presto tempo 
in the key of F sharp minor and immediately the stage is 
set for the voice to take it up for further development. 
A series o:f staccato notes and chords serves as an intro-
duction to the excited musical pattern which :follow~. 
This agitated musical activity continues to the point 
where the voice makes its entrace. Both voice and accom-
paniment are in unison as they construct a melodic line 
which is shortly varied for musical interest. As the 
melody is sustained in half notes by the voice, the ac-
companiment continues independently the musical activity 
introduced at the beginning of the song. This contrast• 
ing element o:f the voice and accompaniment repeats quite 
often and serves as a uni:fying factor. The descending 
sequence of the piano part depicts quite vividly the band 
of elves riding by and disappearing into the night. The 
dynamics are brought down to a pianissimo level. The 
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musical quotation is herewith submitted • 
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The entire musical activity is brought almost to a com-
plete stop as the poet deliberates philosophically on the 
signi~icance of the terri~ying vision. 
"Galt das meiner Liebe? 
Oder soll es Tod bedeuten?" 
These words are accompanied by sustained chords a s the 
melody evolves in a simple guise. It implies that the 
words are almost to be spoken on the pitch indicated. 
The ~orm employed is strophic. Each occasion upon which 
the voice sings a melody contructed upon the ~irst inver-
sion o~ the tonic chord is adequately varied to avoid 
monotony of repetition. The material presented previous-
ly is also altered when used again i .n each stanza. 
"An die blaue Himmelsdecke" is the poetic title or 
the next selection set to music by Robert Franz. Here is 
Heine disclosed in a contemplative attitude. In the 
poem he deliberates upon the beauty of his beloved one 
and finally entreats her to inspire him. The musical 
setting by Franz enhances the verse most eloquently. The 
quivering emotions o£ the poet are expressed by Franz in 
a rapid moving piano accompaniment in the key of G minor. 
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This motive expressing the poetrs perturbed thoughts 
courses along and occasionally embraces the melody sus• 
tained by the voice. 
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Chromatic notes and dissonances are deftly used to 
accentuate the significance of the words. An interesting ! 
passage occurs, when, in the poem, the poet states his 
appeal to the beauty of his sweetheart for inspiration. 
The time signature alters to 3/4 time and the key to B 
flat major. From this point to the conclusion of the 
song, full sonorous chords sustain the opulent melody. 
Richer harmonic progressions are achieved by modulations 
to related keys. 
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The song concludes £airly quietly. The unru££led conclu-
sion contrasts quite sharply to its agitated beginning. 
"Auf dem Meere" is the index to the ensuing poem. 
Robert Franz has composed a musical setting depi cting 
the undulation o£ the water by the use of. a triplet 
figure. Heine's poem relates how a tired voyager, whose 
turbulent thoughts are in direct contrast to the peaceful 
appearance of nature, is finally lulled to rest by the 
gentle motion of the waves of the sea. 
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The triplet figure introduced in the beginning is embel-
lished to accentuate the meani ng of the verse. Upon the 
mention or the waves o£ the sea, the triplet figure 
becomes fuller and actually simulates; the movement of 
the sea. 
12:0. 
Noteworthy harmonic treatment is given to the words 
"vergebliches Sehnen, v~~eblich~ Seufzen". 
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With the phrase "du schliefest einn, the composition con• 
eludes very quietly. A cadence sustains this phrase and 
a Tierce de Picardie is skilfully employed to uplift the 
mood of the listener. 
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"Aus den Himmelsaugen" is the pantheistic title of 
the next poem in this group. A brilliant example of 
skilfull use of harmony is contained in this song by the 
compose r Robert Franz . It begins in C major but con• 
I eludes in E major through interspersed modulations . oct a ve le ap characteriz e s the intr o ductory descending An 
melody . The inner voice of the treble in the piano ac-
companiment ascends and harmonizes with the melodic line 
sung by the voice. This musical device occurs twice 
within the initial phrase . 
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The pianistic background of the composer is evidenced in 
the employment of octaves in the left hand and the sono~ 
rous chords extending beyond an octave position. Long 
notes are sustained by the voice against a background of 
effective har mnni.c accompaniment . 
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Since the song is in binary form, the identical succes-
sion of harmonic sequences are employed. The song ter-
minates with a long held note by the voice against a 
pianistically styled background of rich chords. 
"Es schauen die Blumen" is the intriguing title of 
the final poem of Heine. It has been set to music by 
Johannes Brahms. The pantheistic appreciation of nature 
and self-identification with it are characteristically 
Heine. Brahms has composed a setting for it which cap-
tures the restlessness of the poet's mood. It begins in 
B minor in 2/4· time. A rhythmical pat tern in the intro-
duction by the piano accompaniment serves to stress the 
poet's turbulent emotions. 
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This musical pattern remains present throughout the en-
tire song. A modulation to F . sharp minor and chromatic 
notes enhance the harmonic progressions. The active 
iano accompaniment reflects the pianistic background of 
the composer. The last phrase of the song concludes on 
the dominant degree of the scale and creates an effect 
of spiritual uplift. 
of spiritual exaltation. 
With the foregoing analysis, these poems arrive at a 
conclusion. These analyses are original and the poetry 
is most adequa..tely representative or Heine•s work in the 
rield. An attempt has been made throughout to relate 
each poem to the lire or the poet. Heine's appeal to 
the romantic composers who have set his verses to music 
will be discussed in the section dealing with the con-
elusions. 
The rollowing quatrains extracted rrom Heine's 
"Buch der Lieder" express in essence the approach or the 
poet to poetical expression. 
"Das 1st der alte Mlirchenwald~ 
Es durtet die Lindenblftthe~ 
Der wunderbare Mondenglanz 
Bezaubert mein Gemathe. 
Ich ging rftrbasw, und wie ich ging, 
Erklang es in der H~he. 
oas 1st die Nachtigal!, sie singt 
Von Lieb• und Liebeswehe. 
Sie singt von Lieb' und Liebesweh•, 
Von Thrlinen und von Lachen, 
Sie jubelt so traurig, sie schluchzet so 
rroh, 
Vergessene Trauma erwachen. --
- - - Heinrich Heine. 
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In the case o~ no other of the greater German poets 
is it so dif~icult to arrive at a final decision as in 
that of Heinrich Heine. In his· Buch der Lieder he un-
questionably struck a new lyric note, not mer~ly for Ger-
many, but ~or all Europe. No lyric poet before him had 
been so profuse in the employment of nature symbolism as 
he. This characteristic has been evident in many o~ the 
poems which various composers have set to music. At 
times, it is quite true, his imagery is exaggerated, but 
it exercised, none the less, a magnetic fascination over 
his generation. His lyrics appealed with particular at-
traction to ~oreign people, who had not much understand-
ing for the intangible, undefinable spirituality which 
the German people regard as an indispensable element in 
their national lyric poetry. Thus Heine's ~ame has al-
ways maintained a higher level in England and France than 
in Germany itself, where his lyric style, his self-con-
sciousness and his cynicism were not in harmony with the 
literary traditions. 
As far as the development of the German lyric is 
concerned, it was Heine's particular achievement to in-
troduce a new and invigorating element, the poetry of the 
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sea. This particular aspect or his poetry has been 
quite often in evidence as a background for a variety of 
his individual moods. The poem set to interpretive music 
by Schubert is one example. 
"Das Meer ergltlnzte welt hinaus 
Im letzten Abendscheine, 
Wir sassen am einsamen Fischerhaus, 
Wir sas&en stumm und alleine." 
In the initial quatrain of this poem, the scene is set 
for further development, and the mood is one of apprehen-
sion. In another of his poems with the sea as a back-
ground which Schubert has also set to music, the estab-
lished mood is gayer and more buoyant. 
"Du schenes Fischermldchen, 
Treibe den Kahn ants Land, 
Komm zu mir und setze dich nieder, 
Wir kosen Hand in Hand." 
Heine's understanding of the sea presents an aspect of 
his poetry in which he has no rival. He is the only Ger-
man poet who has voiced an exuberant delight in the open 
sea. He has given expression to that appreciation in 
full-sounding lyrics. 
In the collection of poetry entitled "Intermezzo" 
the style and contents mark an advance on the earlier 
poems. However, on the ethical side, it disclosed in-
creasing bitterness sinking sometimes to vituperation, 
and a reckless boldness that at times rose to sensuality. 
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Yet some of He:tne' s most perfect and representative 
lyrics are encompassed within this group. The "Neue 
Gedichte" discloses to what extent Heine became satirical! 
cynical and whimsical. 
Heine . is noteworthy because he is the most important 
successor of Goethe. Matthew Arnold states it succinctly 
5 in his essay on Heine: 
"Heine is the continuator of Goethe in Goethe's 
most important line of activity. And which of 
Goethe's lines of activ:tty is this? His line 
of activity as a soldier in the war of the lib-
eration of humanity." 
The magic of Heine's poetical form is incomparable. 
He chiefly employs a form of old German popular poetry, 
a ballad form which has fluency and grace. This form ia 
used with the most casual ease, and yet it has at the 
same time the inborn fullness, pathos, and old world 
charm of all true forms of popular poetry. Thus in 
Heine's poetry, one perpetually blends the impression of 
French modernism and clearness with that of German senti-
ment and fullness:. By his perfect ion of literary form, 
by his love of clearness, by his admiration of beauty, 
Heine is Greek; but by his emotional intensity, by his 
occasional lack of control, by his "longing which cannot 
~----------------------------·----------·--------------------5Arnold, Matthew: Essays in Criticism, MacMillan & Co., 
New York, 1880, p.l42. 
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be uttered", he is Hebrew. 
In place of the delicate spiritual reticence and 
subtle twi light effects peculiar to German song at its 
greatest, he set a bold concrete imagery which seems to 
drag the most fleeting emotions·into the merciless glare 
of daylight. Like his contemporary Friedrich Rftckert 
{1788-1866), Heine introduced into the romantic lyric a 
note of orientalism, but with much finer skill, than 
Rftckert•s. Heine blended it with the great German tra-
ditions of the Volkslied. 
In less personal poetry, especially when h e gives 
himself up unreservedly to the spirit of the Volkslied, 
Heine is again a master of the first rank. His ballads, 
Die Grenadiere, and Die Lorelei, in which he gave immort-
al form to the Rhine legend, are among the most valuable 
assets of German literature. 
Above and beyond all this, Heine felt himself deeply 
rooted in a transitional period. However, every transi-
tional period produces talents whose predestined role is 
the destruction of the old and the creation of the new . 
These talented people are sometimes literary critics and 
' essayists, sometimes poets and novelists, and occasion-
ally all are engaged in the identical task. In his cap-
acity, Heinrich Heine represented the foremost romantic 
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lyricist of this transitional era. 
In his first period he was entirely romantic, but 
after moving to Paris to escape political complications, 
the moral-social program of Saint-Simonism altered his 
entire philosophy of life and art. His poetry emanate s 
from the upheaval of a continent torn between two revol-
utions. His love lyrics are set against a new background 
of intellectualized romanticism, Saint-Simonism, the 
salons, streets, and environs of the city. In his most 
beau tiful verses there is, however, a retrospective 
glance resembling an idyllic calm following stormy epi-
sodes in his life. Real romanticism is always optimi s tic 
It believ es implicitly in its dreams and desires, in the 
strength of its aspirations. No disaster may disrupt 
this languid spell. 
In Heine's last literary period, his romanticism 
doe s not succumb to these tendencies. In this period, 
his poetry discloses a deep and dark hopelessnesa . A 
sense of futility pervades his most valiant efforts . The 
complete upheaval of a sensitive and almost feminine era 
whispers in the soul of a truly gifted poet whose im-
passioned heart was breaking in spite of the fact that 
h e concealed it beneath a cold exterior of cynicism and 
satire. 
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The romantic urge for expansion and expression com-
pelled everything to emerge from the interior, from the 
oppressive studio into the unlimited expanses of the open 
air. Everyone was awept away by the surge of subjective: 
expression. This overwhelming tide of emotionalism 
seemed destined in the late 1840:' s to come to a complete 
arrest. Problems both of the times and of the masses of 
society reared their obstreperous heads. A socially con-
scious spirit was beginning to engulf the world. The 
social implications already evident at the threshold of 
rationalism became more stressed when the romantic move-
ment made its entrance into the phase of philosophy that 
came to be recognized as realism. 
I 
Thus in this literary and philosophic panorama, 
Heine struggled emotionally and intellectually to express 
his intensely suppressed ego. Appreciation and recogni-
tion did not come easily. His poetry revealed the many 
facets of his complicated personality hewn from harrowing 
experiences in lite which often proved to be composed of 
the mettle of bitterness and defeat. 
Occasionally when musical settings of his poems 
were brought to his attention, Heine would denounce the 
attempts as "song-rubbish" because the composers took 
liberties with the verse. For the sake of the music, 
composers repeated words, phrases and whole lines,. They 
often altered the meter for the express purpose of the 
melodic line. One can easily understand Heine's belli-
gerent attitude when unauthorized alterations or his 
poetry were made. 
However, this does not mean that Heine did not ap-
preciate music as an art. On the contrary, he wrote 
. several scholarly essays on the musical art in which he 
discusses with keen insight and understanding, Rossini, 
Meyerbeer , Berlioz, Liszt and Chopin. In one or these 
studious essays he writes:6 
"What is music? This question occupied my mind 
for hours last night before I fell asleep. The 
very existence of music is wonderful; I might 
even say miraculous. Its domain is between 
thought and phenomena. Like a twilight media-
tor it hovers between spirit and matter, re-
lated to both, yet differing from each; it is 
spirit, but spirit subject to the measurement 
of time; it is matter, but matter that can dis-
pense with space. The essence of music is re-
velation; it permits of no analysis, and true 
musical criticism is an experimental science." 
"The Florentine Nights" (a prose work published in 1837) 
contains a long impressive description of the eminent 
violinist Niccolo Paganini (1782-1840) and his outstand-
ing virtues ity. 
l 0 --
Heine's first appearance as a German poet occurred 
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during the final years of Franz Schubert's life, so that 
the latter could compose only a few songs employing 
Heine's poems. It remained for Mendelssohn and Schumann 
to continue the work Schubert began at an earlier date. 
The songs of Schubert which utilize the poetry of Heine 
are contained in the cycle entitled "Schwanengesa.ng". 
This collection of songs has been posthumously arranged 
by Schubert's publishers for publication, and it has 
been proven conclusively that Schubert had not the 
slightest intention of presenting his song compositions; 
in this fashion. The songs are intellectually and music• 
ally unrelated to each other, and it is easily understoo 
and fairly obvious why this could not be a song-cycle. 
It is interesting to note how the poems of Heine 
first came to the attention of Schubert. Schubert moved 
in a circle of closely devoted friends who referred to 
their "Gesellschaft" as the "Schubertiades". This . cult-
urally alive and enthusiastic group convened quite often 
for the purpose of discussions and the performance of 
Schubert's music. It occurred at one of these meetings 
at which the oral rea ding of Heine' s "Buch der Lie der'• 
inspired Schubert's keenly receptive mind to compositions 
of outstanding quality. 
The poems of the "Buch der Lieder" offered a superb 
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opportunity for the romantic lyricism which pervaded 
Schubert's spirit. The romantic movement was, more or 
less, in its infancy, and the free expression of subject-
ivity held indisputable reign. In fact, Schubert was the 
unique early romanticist whose inspiration had its roots 
in Beethoven (1770-1827), but who maintained a distinct 
individuality of his own. 
If Schubert had merely provided music to the poet's 
words, he probably would not have figured so prominently 
in the development of the German Lied. However , by con-
sciously elevating the musical devices of the harmony and 
instrumental accompaniment, he created a perfect balance 
between words and music. This phase of Schubert's music 
indicated the way for program music by its imitations of 
the sounds of nature in the accompaniment s of the songs. 
The use of form is as necessary in poetry as in 
music, and the study of the works of Heine affords a 
striking illustration. The period of two lines in which 
Heine usually expressed his thoughts presented to the 
musician the simplest foundation for melodic form. How 
this aspect of Heine's poetry appealed to the melodic 
genius of Schubert is clearly observed in his musical 
settings. Each song represents an entity within itself . 
A complete music-drama is vividly portrayed and predicts 
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the heroic achievements of Richard Wagner. The germ of 
Beethoven's orchestra and the sparkle of Schubert ' s songs 
combined was deeply imbedded in Wagner's music-dramas. 
Not a single idea of the poet becomes lost in 
Schubert's song composit -ions. Each thought finds lts 
equivalent in the music. The trickling of water becomes 
a flowing arpeggio, the mist becomes a descriptive chord 
played on a harp; the calm sea, the presence of bitter 
memories, the stillnesa of the night , all are eloquently 
depicted with expressive chromatic harmonies. To illust-
rate this point further, consider his setting of Heine's 
poem the first quatrain of which is: 
"Am fernen Horizonte erscheint, 
Wie ein Nebelbild, 
Die Stadt mit ihren Thftrmen, 
In AbJendd\bnm•rung gehftllt." 
The musical interpretation which Schubert composed opens 
the door into the post Wagnerian era of impressionism 
(vide analysis of "Die Stadt", page 82}. It is most un-
fortunate that Schubert's early death (1828} prevented 
the musical heritage of future music lovers from gleaning 
the further riches of Schubert's fathomless lyric talent . 
As Arthur Hutchings states in his book about Schubert:7 
"Had Schubert written for nothing but the human voice and 
its accompanyin~ pianoforte, both musicians and musical 
~HUtchings, Ar liur:-scffuoert, Pe!Iegrin~ cuaahy, Inc., 
New-York 1949 p. 156. 
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historians would have still regarded him as a major com-
poser." 
Felix Mendelssohn contributed in no small manner to I 
the compilation of art song literature. Although he 
moved about in a world of decided romanti~ aspects, 
Mendelssohn had a definite proclivity for classical 
beauty and form. This characteristic is evident in all 
of his major compositions. Heine's poetry supplied a 
welcomed opportunity for Mendelssohn's romantic nature 
to express itself. His musical settings of Heine's poems 
reveal an orderliness which seemed to be an inevitable 
facet of his style. There can be no question that in 
many of Mendelssohn's works there is lacking that real 
depth which comprised the bulwark of musical titans, but 
a certain sober organization appears to be an inherent 
quality of his music. His enviable balance and propor-
tions are the direct result not of a classic outlook on 
life, but of a remarkable intellect and irreproachable 
taste. 
In the romantic period, most of the foremost musical 
personalities did not live in absolute harmony with their 
social environment. They advocated revolutionary ideala 
and movements (Heine and the Young Germany movement). 
Mendelssohn, on the other hand, complied gracefully with 
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the prevailing social order, for to him it proved to be 
an emotional necessity. He took into consideration pub-
lic demands, and did not oppose it as other romanticists 
~ound it necessary to do. Therefore the public embraced 
both him and his music with warm approbation. 
Mendelssohn combined a magnificent command o~ tech-
nique with an everyday type of melody which appealed in-
stantaneously to the people. However, he has been cri-
ticized sharply ~or the banality of his melodies and the 
thinness of his harmonies by scathing critics. Yet, in 
spite of these faulty comments, it would be a gross mis-
understanding of musical perspective to assume that Men-
delssohn achieved only a neglible position in the histor) 
of music. 
There was nothing complicated in his personality. 
A supreme calm and clarity were his inseparable emotion-
al companions throughout his relatively unevent~ul life. 
All this is evident in the orderly expression of his 
music. Very few o~ his songs are on a level with the 
accomplishments of the great romantic song composers1, be-
cause he hesitated, and quite justi~iably so, to follow 
the poet into the emotional depths of human expression. 
Mendelssohn was quite aptly referred to as "a classical 
peg in a romantic hole." In his musical settings of 
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Heinrich Heine's poems, a rolk-like simplicity or melody 
and musical organization are the chier attractions. In 
short, the rollowing statements summarize Mendelssohn's 
errorts: 8 
"Mendelssohn wrote many songs during his short 
lifetime and was probably the best known of all 
song writers of the rorties. But his work in 
this department has all but passed into obli-
vion. They are not ambitious efforts. They 
make no attempts to strike out new paths; they 
have no interest in sounding depths of emotion; 
they are content with the old rorms and the old 
rormulas of accompaniment. The best that can 
be said of them is that they are pleasing in 
melody and raultlessly gracerul according to 
canons or correctness." 
Robert Schumann's production or a great number or 
art songs in unbroken succession orrered indisputable 
evidence or his being Franz Schubert's most willing rol-
lower and gifted disciple. His songs were original in 
spite of the fact he accepted Schubert's challenge to 
develop the traditions or the German Lied. In the Schu-
bert songs, the chief point is always firmly imbedded in 
the melody. Schumann, by straining after individuality, 
attempts to compensate for his less abundant wealth of 
musical invention. However, his songs reveal a certain 
spontaneity which expressed Schumann's unique approach to 
-
8The Art of Music: The Voice & Vocal Music, Vol. v., 
edited by David C. Taylor & Hiram K. 
Moderwell, The National Society of I 
Music Inc., New York, 1915, pp. 254-5. 
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the composition of the art song. Schubert pointed the 
way, but Schumann, in following his lead, did so by no 
mere imitation, he wrote extemporaneously from his creat-
ive talent. 
Robert Schumann had a letter of introduction to I 
Heinrich Heine in Munich from Dr. von Kurrer. In Munich I 
he was well received by Heine, who, scarcely thirty years ! 
of age, was already well established in the literary I 
world. Despite the graceful compliment of a cordial re- I 
caption to two raw students, . Robert Schumann described 
the poet's manner as being cynical and repulsive. Little 
idea had either of the two at that time that Schumann was 
destined to exalt the fame of many of Heine's poems by 
his musical settings, and further, they both seemed to 
have parted without regret on either side. 
It was in the year 1840 which Schumann referred to 
as his "year of song". Recognizing Schumann's deep in-
terest in poetry, it is not altogether surprising that up 
to his thirtieth year, the idea of composing songs never 
occurred to him as a field of serious musical effort. 
"The piano is becoming too limited for my ideas," he said 
in April, 1839, but it was not to song he was then look-
ing for expression, but to the orchestra. His valiant 
efforts in that respect disclose his limited experience. 
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A few months later he wrote: "I have always considered 
songs as being on a lower level than instrumental music, 
indeed I have not looked upon song as a great art." How-
ever, in February, 1840, Schumann states: "At present I 
am writing nothing but songs; songs large and small, and 
a few quartets for men's voices." Later in the same 
month, he wrote to Clara, "oh, what bliss to be writing 
songst To think I have neglected it all these year s \." 
overwhelmed by the elation of the romantic spirit, 
Schumann commenced to compose songs, and chose the roman-
tic verses of Heine who depicted with words what Schumann 
earnestly desired to express in his music. The culti-
vated Schumann completely mastered Heine, and seized upon 
the skepticism and ironical side of his lyrics with ex-
quisite mastery. 
Schumann achieved his creative peak in his songs, 
despite the abundance of his piano music and its uncommon 
quality. He composed music for several cycles of poetry. 
Although-his songs have a lyric expansion, each presents 
a complete musical unit. His song cycles afford a pic-
ture of the development of mental experiences within an 
established scope of human emotions. Both voice and in-
strumental accompaniment form an indivisible unity. The 
piano occupies an intimate relationship with the text and 
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voice, and very often contributes more to the expression 
of the poet's ideas and mood than the voice itsel~. The 
several and various postludes of the songs illustrate 
this point exactly. In this respect, Schumann, in his 
turn, indicated the road to modern song composition. 
The wide appeal of his songs may be attributed to a 
remarkable degree to the manner in which many of his sim-
pler songs re~lected the essence and spirit of the Germa 
Volkslied. Being born into the swirl of the romantic er 
both Schumann and Heine had many characteristics in com-
mon in their emotional and artistic development and ex-
pression. This may to a certain point explain Schumann's 
9 
affinity for Heine. Of Schumann, it is said: 
nschumann had the immense advantage of possess-
ing nearly all of Heine's wonderful lyrics to 
choose from •.•. An all-important factor 
which Schumann, over and above Schubert, brought 
to his song-writing was a matured harmonic and 
pianistic technique for the accompaniments." 
Franz Liszt, supporter and promoter of young talent, 
figured quite prominently in the wide scope of the roman-
tic period. Indeed, it may be stated without exaggera-
tion that Liszt embodies the pure essence of romanticism 
and everything that it represents. His personality was 
---------- -------------
9The Art of Music: The Voice & Vocal Music, edited by 
David c. Taylor~ Hiram K. Moderwell, The Na-
tional Society of Music, Inc., New York, 1915. 
Vol. V. , p. 236. 
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mystical and subjective. Hi s music granted full sweep 
to emotion and imagination. At last a composer appears 
on the musical horizon who is temperamentally equipped 
and most logically adap t ed to the interpretation of 
Heine's poetry. What a gratifying experience it must 
have been to Liszt to discover a poet so emotionally 
adaptable to musical interpretation. 
The songs which Liszt composed are of noteworthy 
musical quality. It is in his German songs that Liszt is 
at his best. Some of these are fairly short; others, 
conversely, are veritable music-dramas in miniature (vide 
analysis of "Die Lorel~", page 91). Liszt endeavored 
to interpret faithfully the neaning of the words. In 
many cases he refused to be limited by the strophic form, 
but composed his music according to the requirements of 
the text, and in this way realizing the highest aspect of 
the art song. Liszt makes ample use of motives in his 
songs. This factor stems from the influence of Hector 
Berlioz ( 1803-186.9) and his musical innovation, the "ide& 
fixe" or "leitmotif". Liszt' s employment of this device 
ma.y be detected in his musical settings of Heine's "~ 
bist wie eine Blume" and ''Die Lorelei". Chromatic harmon-
ies, rapid modulations and transformation of themes are 
all present in the Li szt song compositions. The road was 
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well-initiated for Wagner to make his debut with his 
music-dramas. Again, in this instance, it may be ob-
served how the device s of musical composition, promoted 
and expanded to complete realization by Wagner, can be 
detected in an embryonic stage. It remained f or Wagner 
to mold the contributions of his predecessors int o a de-
veloped , concrete, musical entity. 
truthfully stated: 10 
Of Liszt, it is 
"In spite of his comparatively small output, 
Liszt•s songs are of great importance in the 
history of song writing. He, better than any 
other, fused the declamatory and the lyrical. 
Truth to the words and truth to the emotions. 
He several times struck the grand note as few 
purely lyrical composers (not even Schubert) 
have been able to do. In the development of 
the piano part along the purely descriptiv~ 
side no composer has gone beyond Liszt." 
The song compositions of Richard Wagner can hardly 
be designated as his major contribution to the field or 
vocal literature. Despite his proclivity for expression 
in the larger forms, Wagner, supreme romanticist that he 
was, did compose a musical setting for Heine's "~ 
Grenadiere". Examination of this setting reveals that 
when Wagner compos ed it, he subconsciously allowed his 
orchestral thinking to permeate his conception of the 
10The~rt of Music: The Voice & Vocal Music, edited by 
David c. Taylor & Hiram K. Moderweli, The Nation-
al Society of Music, Inc., New York, 1915, 
Vol. v, p. 295. 
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poem. His theatrical instinct coupled with his broad 
per s pective convey his piano accompaniment into orches-
tral proportions. The voice seems almost unnecessary, 
a s the dramatic musical devices of Wagner's style are ac-
complishing the interpretive purpose of the poem. It 
might have been more justifiably realized as an orches-
tral tone•poem. 
There is yet another way in which Heine influenced 
Richard Wagner. His libretto for the music-drama "The 
Flying Dutchman" is actuated by the "Memoirs of Herr 
Schnabelewopski" by Heine, and it was during his Riga 
period (1837•1839) that Wagner encountered the story . 
Heine gives an account of a play on a suhject which he 
alleges he saw at Amsterdam. It has been stated that 
Heine probably had in mind a play on the Flying Dutchman 
theme by the English dramatist Fitzball, which was s;taged 
at the Adelphi Theatre during Heine's visit to London in 
1827. Scholars, however, have considered this the ory to 
be extremely doubtful, which, in any case, is not of pri-
mary importance. 
Heine characteristically treats the redeeming clause 
as we may refer to it, of the Dutchman's sentence as a 
joke; he assumes that the Devil, knowing women as well as 
he did, had no objection to the harried mariner wasting 
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his time looking for a faithful one, while the Dutchman, 
according to Heine, after each brief experience of 
married life, was glad to escape to the sea again. Heine 
dre w a double moral from the story, -- for women, not to 
marry Flying Dutchmen; for men, to beware of women. 
Heine' s personal experiences were a decisive factor i n 
the conclusions of this story • Wagner, however, ex-
tracted the essence of the story and wrote his own lib-
retto accordingly. 
In Wagner's vocal compositions, the h1wan voice re-
presents only a fraction of the entire plan. The other 
factors assume an equal if not at times greater imp ort-
anc e . The orchestration, the drama, an idea incorpor-
ated in the drama, a particular instrument, a motive, 
may all be on an equal basis with the voice. Wagner, in 
his turn and way, influenced composers wh o studiously 
followed in his footsteps. 
Robert Franz was an outstanding composer of t he 
romantic period whose musical efforts were exclusively 
devoted to the composition of art songs. His works dis-
close influences of classicism. The song was the medium 
he discovered to be the most satisfying for his individ-
ual artistic expression. The poetry of Heine, full of 
subjective lyricism, quite understandably inspired Fran~ s 
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tendencies in romanticism to lyric song. As a result o£ 
completely dedicating his musical gifts to song compo-
sition, each song emerged as a highly polished musical 
entity. Also, Franz was a serious Bach student and was 
influenced by the polyphony present in Bach's composi-
tions. The songs of Franz reveal contrapuntal lines in 
both voice and piano parts which weave melodically 
throughout, complementing one another texturally. The 
following is one critic's evaluation of Franz: 11 
"When we come to examine Franz's songs in detail 
we discover an astonishing subtlety and variety 
of method and expression within the superficial-
ly narrow limits he allowed himself. Probably 
no other song composer save Hugo Wolf has made 
each one of his songs so perfectly i n dividual." 
The musical settings of Heine's poetry is representative 
of the finest work accomplished by Franz. Schumann and 
Liszt expressed deep respect and admiration for his son gs 
Franz established an ideal of a high order for future 
song composers to emulate. 
Anton Rubinstein, who sprung from Russian-Jewish 
parentage, contributed no small amount to the collection 
of art songs. Although his vocal compositions employing 
~he verses of Heinrich Heine are relatively small in 
11The Art of Music: ~e Voice & Vocal Music, edited by 
David C Taylor & Hiram K. Moderwell, The National 
Society of Music, Inc., New York, 1915, Vol. v, 
pp. 268-9. 
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number, they are adequately indicative of Rubinstein's 
achievements in this field. Rubinstein exploited the 
characteristics of the romantic period in his composi-
tions, and in addition, introduced a note of orientalism. 
He was a devoted admirer of Brahms, and sincerely desire 
to be like him, a composer-pianist, rather than what he 
actually was, a pianist-composer. As in the cases of 
Mendelssohn and Liszt, the compositions of Rubinstein do 
not reveal any profound depths, but they do exude a cer-
tain charm reflective of the romantic period. 
Rubinstein met Liszt and immediately became one of 
his devoted admirers. Liszt, on the other hand, recog-
nized Rubinstein's pianistic gifts and encouraged him, 
going so far as to materially assist his progress in the 
musical world of the nineteenth century. His songs em-
ploying the poetry of Heine introduce an oriental idiom 
into art song literature (vide Der As~, page 113·, and 
Es W!!,_ein alter K5nig, page lOs:!). The poems of Heine 
which contained similar characteristics appealed to 
Rubinstein's sympathetic and receptive imagination. 
The compositions of Rubinstein may be considered as 
the musical reali~ation of Mendelssohn's style. They 
disclose a gift for melody and natural harmony combined 
with a high degree of technical skill. Evaluated from a 
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broad point of view, his songs do not cont ribute anything 
of outstanding importance to the development of this 
medium of expression. It is said of Rubinstein:l 2 
"Usually his songs are insufferably sentimental 
with a banality in almost every line which count-
eracts the charm latent in the idea. His settings 
of Heine's "Der Asra" and "Du bist wie eine Blume" 
are perhaps representative of his best contribu-
tions to the field of song." 
It is interesting to review the circumstances in 
which Johannes Brahms first encountered the poetry of 
Heinrich Heine . While Brruuns played at taverns to aug-
ment the family income, he carried about in his pockets 
a volume of poetry containing work s by Joseph von 
Eichendorff (1788-1857) and Heinrich Heine. In a lesa 
occupied moment, Brahms read these poems to escape from 
his squalid surroundings. His sensitive soul sought 
spiritual refuge in the poetic expressions of Eichendorfr 
and Heine. Little did Brahms realize at the time that 
these poets were to furnish a vehicle for a number of his; 
vocal compositions. 
Despite a deep admiration for Robert Schumann, 
Brahms stands much closer to Schubert as a song composer. 
His songs plunge deeply into the chasm of human experi-
12The Art of Music: The Voice & Vocal Music, edited by 
David c. Taylor & Hiram K. Moderwell, The 
National Society of Music, Inc., New York, 1915 1 
Vol. v, p. 269. 
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ences. Every emotion from the simplest to the most in-
volved may be found superlatively and sincerely depicted 
in musical tone pictures. The Heine songs of Brahms are 
representative of his most notable accomplishment s. "~ 
Todz. das__!~~~-kj!~le Ne..cht" illustrates this point most 
adequately. The music follows every turn of the poet's 
thoughts phrase by phrase, sometimes word by word. The 
expressive harmonies, melodic line and chromatic alter-
ations are all of the highest order. No phase of the 
music is excessively overworked. On the contrary, the 
simple and sincere interpretation or the poem reveals the 
combination or a confirmed romanticist and a composer 
with a pronounced classical tendency. What Heine mani-
fested subjectively in an impas s ioned romantic outburst 
or words, Brahms conquered and subjected to a sympathetic 
interpretation in music. The established work of 
Schubert and Schumann was extended to include the unique 
achievements of Brahms. His songs divulge a perfect 
fusion of words and music. A folk-like simplicity and 
sincerity are other outstanding characteristics. Heine's 
effusive lyricism served efficiently as instruments for 
the constantly suppressed romantic tendencies which 
Brahms strove to command successfully. Brahms produced 
an almost unattainable standard for future song composers 
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strive for. An opinion which covers the position of 
Brahms with a fair degree of accuracy is herewith sub-
mitted:13 
"In a large proportion of his songs Brahms has 
given the best of his profound musical learning-
always in due proportion and without obtrusion 
of detail. His management of polyphonic parts, 
in the bass or in the inner voices in unequalled 
by any song writer--save, perhaps, Franz.-- and 
his range of expression is vastly wider than 
that of Franz. His complication and intertwin-
ing of rhythms is highly developed, as in his 
symphoni c music. His harmony is bold. Whether 
he is simple or complex, his musicianship is 
working every moment. It is this, in the last 
analysis, which we mean by technical mastery." 
A most extraordinary pattern is represented in the 
person of Hugo Wolf who bridged the chasm between the 
late nineteenth and early twentieth centuries. If the 
range of poets employed by Wolf in his songs is carefully 
scanned, it will be soon discovered that the poems of 
Heinrich Heine and Nikolaus Lenau (1802-1850) are few in 
number. A strict characteristic of Wolf's song composi-
tiona is an avoidance of subjective lyricism. Poetry em-
ploying an objective account of a particular situation 
represents the type favored by Wolf in the greater out-
look of his songs. This method of song composition is 
13Th~rt of Music: The ~~ & V~~usic, edited by 
David c. Taylor &-nlram~. Moderwell, The Nationa 
Society of Music, Inc., New York, 1915, Vol. V, 
p. 278. 
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dramatic lyricism in which the composer, visualizing the 
situation described by the poet, places the singer in the 
midst of it . Influences of both Liszt and Wagner may be 
detected in this approach. Wolf attempted to combine 
Schumann's lyricism with Wagner's declamatory style. 
were it not for his pronounced individuality, Wolf may be 
said to be the legitimate outcome of Wagner in the medium 
of the art song. 
The songs of Wolf employing the poetry of Heine are 
small in number and were conceived in an early period of 
composition. Nevertheless, these songs are amply reflec-
tive of Wolf's style of composition and prophesy musical-
ly the accomplishments of the later Wolf. Chromatic en-
harmonic idioms used to the saturation point are evident 
in the majority of his songs. The leitmotif reveals the 
Wagner influence. For the duration of the song, Wolf at-
tempted to direct the attention of the listener to the 
essence of the poem and thereby crystallized into a unity 
both the words and music. 
Since Wolf entertained no sympathy for subjective 
lyricism, the reason is fairly obvious why he abstained 
from Heine in his later periods of song composition. 
Nevertheless, the early songs employing Heine's poetry 
unmask the embryonic characteristics which were to devel-
149. 
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op into complete rruition in his later songs. A very de~ 
inite modernism is suggested by Wolr•s style and points. 
to the attempts of the twentieth century song composers . 
composers of more modest repute or the romantic 
period also discovered the poetry or Heine to be s uitabl e 
vehicles for their song compositions. These composers 
rollowed the precedent established by their Olympian con-
tempor arie s and composed works of considerable charm and 
originality. Among these composers may be numbered 
Friedrich Silcher, Fanny Mendelssohn, Eduard Lasse n , and 
Alexander von Fielitz. Since these composers were born 
into an era already thoroughly impregnated with the ele-
menta of romanticism, their songs are reflective or this 
particular period and style . 
In the second halr or the 19th century and very 
early years of the 20th century, Edward A. MacDowell 
(1861-1908) stands as a solitary American representative 
of Heine, but not in the realm of vocal literature. Mac-
Dowell composed a series of short piano pieces (Opus 31) 
based on six of Heine's poems. It is entitled "Six Poems 
After Heine" and was composed in 1887 in Wiesbaden. The 
essence of each poem as may be derived from the titled 
parts is pianistically depicted in this small work. The 
six poems arranged for pianistic interpretation are: 
1. We sat by the Fisherman's Cottage. 
2. Far Away, on the Rock coast of Scotland. 
(Scotch Poem). 
3 . My Child, We were once Children. 
4. We traveled alone in the Gloomy Post-Chai se. 
s. Shepherd Boy's a King. 
6. Death Nothing is but cooling night . 
or these abbreviated piano compositions' the following 
has been said: 1 4 
14 
"certain of these pieces are rather good, and 
are full of suggestive effort. They have, too, 
a touch of the composer's individuality about 
them, although not of his greater kind. The 
pianoforte writing is well done and effective, 
but lacks the sweep of line and power of the 
later works. As a whole, however, the "Six 
Poems After Heine" are quite creditable and 
self-c'ontained pieces." 
Porte , John F. : ----------------------------------------Edward MacDowell, A Great American 
!one Poet, His Life and Music, E. P. 
Dutton & Co., New York, 1922, pp. 68•9 
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ABSTRA.Q!.:_ 
It has been indicated how Heinrich Heine represents 
a n e pitome of the entire 19th century :from its incepti- on 
to its conclusion. 
"There were many influences which made Heine's 
poetry very intense. His religious struggle, 
swerving .from Judaism to Christianity, .first 
leaning toward one and then the other, yet not 
finding complete repose in either; his severe 
illness, by which he became semi-p a ralytic dur-
ing the latter part of his life; his dissatis• 
faction with German conservatism and the phleg-
matic nature o:f his compatriots, -- in every 
direction, his was an unsatisfied, yearning, 
longing existence; and this he reflected in all 
its phases in his poems. n l5 
No German poet , except possibly Goethe, ever produced 
such a quantity o.f short poems which have become the pro-
perty o.f every German child. The entire literature of 
lyric poetry can show only a few poets who can equal 
Hei ne in brief and direct expression. He brought liter-
ature down from the mountain tops and made it inhabit the 
homes of men. Heine spoke a German that .fitted as easily 
in men• s mouths as the conversation with their neighbors. 
From this he created poetry. His syntax is very simple 
and the expression of his thoughts comes to us in its 
simplest terms. Heine's vocabulary {in his poems) is as 
unaffected as a child's. His thoughts are those o:f any 
15Elson, Louis c.: The History of German Song , New England 
Conservatory o:f Music, Boston, 1888, p. 143. 
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callow love-sick youth. Nevertheless, beneath this seem-
ing e~~ortless simplicity is the art o~ a care~ul artisan 
and the sensitivity of a shrewd observer o~ mankind. 
Heine's gift like so many of his contemporaries slanted 
toward the morbid. 
To occupy a position immediately following Goethe 
would have dwarfed the significance o~ any other poet, 
Heine maintained an individuality which established him 
as Goethe's worthy successor. The intense fervor of 
Heine's subjectivity appealed to the musical ingenuity ot 
several composers of the romantic period ~ Franz Schubert 
had already arrived on the scene when the romantic elemen · 
in music began to gain the upper hand. In setting Heine' ~ 
poems to music, Schubert disclosed a tendency to change ~~ 
from the objective to the subjective school, so thorough-
ly did he sense the beat approach for the musical exploit I 
ation of these poems. Unfortunately the early death of j 
Schubert prevented further compositions in the romantic I 
vein. Since his time, the text o~ a song had become a 
factor of increasing importance. His song compositions 
anticipated the school of Wagner, impre ssionism, and pro-
gram music. 
In the case of Felix Mendelssohn-Bartholdy, a pro-
nounced absence o~ emotional depth may be observed in his 
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musical settings of Heine's poems. Possibly he did not 
wish to be unfavorably compared with the titans who had 
achieved enviable heights in their song compositions . A 
simplicity of harmony, a strong inclination for the use 
of st rophic form and unison coupled with an observance of 
formal structure comprise the chief technical phases of 
Mendelssohn's songs. He did not strike out in new terri-
tory, nor did he wish to. 
Robert Schumann, Schubert's successor in the field 
of German song, had the decided advantage of having all 
of Heine's poems to choose from. Schumann took Heine 
seriously, and with his music he gave the lyrics an added 
depth of expression which they originally lacked because 
of Heine's cynicism. It was Schumann who carried the ful 1 
beauty of the musical side of Heine's poems to the atten-
tion of the world. Schumann's first enthusiasm for the 
piano provided a background which assisted materially in 
composing piano accompaniments of a high order for his 
songs. If the vocal parts of the Dichterliebe cycle had 
never been written, the accompaniments would still have a 
high value as proof of Schumann• s capacity for piano 
campos it ion. 
"Heine appealed more strongly to his {Schumann's) 
imagination and poetic instincts than any other 
poet could, so that for Schumann there was but 
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one true poetic outlet -- Heine; while on the 
other hand, Heine found his only full musical 
interpretation in Schumann .. "l6 
Franz Liszt, patron of young talent, found Heine's 
subjectivity to be irresistible for musical exploitation. 
caring little for the formal unity of the songs, Liszt 
introduced the description suggested by the words of the 
poem. His songs reveal descriptive interpretation at its 
peak, and his use of motives anticipates Wagner. 
Wagner's contributions to song literature are not 
many in number. In the case of' "Die Grenadiere" his 
piano accompaniment assumes orchestral proportions. A 
flare f'or the theatrical is also present in his musical 
conception of' this poem, and affords a sharp contrast to 
the setting of Robert Schumann. 
In the instance of Robert Franz, a consistent excel-
lence is present throughout his song compositions. He is 
subjective in expression and this identical quality in 
Heine's poems appealed to his refined taste. A contra-
puntal activity in his songs suggest a Bach influence. 
l 
The simplest musical germ in his compositions is develope< 
!without the introduction o~ extraneous matter, yet with- I 
I out an intimation of useless repetition. Both voice and 
16Elson, Louis c.: The History of German So~, The New 
England Conservatory of Music, Boston, 1888 1 
p. 166. 
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piano parts are perfectly fused. 
The note of orientalism which Heine introduced into 
\ poetry appealed to Anton Rubinstein who similarly brought 
] the same idiom into German song composition. In this re-
, spect, a novel feature was admitted into the realm of the 
German Lied. Rubinstein's settings of Heine's poems "Der 
Asra" and "Du bist wie eine Blume" are ranked among his 
--
highest achievements. His compositions are classified as 
the logical out come of Mendelssohn• s style. 
Johannes Brahms' treatment of Heine's poems class,ify 
them as unique. They disclose a careful and ingenious 
craftsmanship combined with a conscientious consideration 
of text. Although Brahms admired Schumann very much, he 
stood much closer to Schubert in originality of concep-
l tion. Brahms diffused throughout his songs an intellectu-
ality and a sensitive appreciation of beauty. The roman-
tic impulses he so strongly suppressed found expression 
through the subjective poems of Heine. 
A strict avoidance of subjectivity characterizes the 
song compositions of Hugo Wolf. His songs employing the 
poetry of Heine are few in number and were conceived in 
an early period of composition. Nevertheless, the ana-
lyses of these songs have pointed very definitely to the 
style of the later Wolf. A strong Wagnerian flavor was 
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detected combined with a pronounced individuality. 
It has been duly observed how the minor song oompo- I 
sera, who have set He i ne's poetry to music, have followed ! 
in the steps of their more prominent contemporaries. In 
the instance of Eduard Lassen, a certain artistic genuin 
ness was noted coupled with a simplicity of expression . 
Lassen, who was the successor of Liszt in the director-
ship at Weimar, fell under the influence of the great my-
stic . This quality may be observed in his song composi-
tions . Al exander von Fielitz, another minor composer, 
! produced songs of a marked musical value. At times , a 
I certain lack of technical resources impairs the fuller 
realization of his compositions. Nevertheless, his songs 
employing the poetry of Heine i ndicate a sensitivity to j 
poetic thought. 
In the foreword of his book on Heine, Francois 
says:,17 
Fejt e, . 
"Heine, while defending the autonomy of art, dur-
ing the whole of his life tried to integrate it 
with reality. For him , poetry, love, literature, 
politics and pleasure compr i sed the whole, which 
must be developed in every direction." 
It has been indicated how the rich imagery and rhythmic 
flow of verse in Heine's poetry kindled the musical sen• 
I 
I 
I 
I sitivity of the foremost romantic composers . 17Fejte., Francois: Heine, A Bio5r!Ehz, Allen Wingate 
London, 19 46. 
Ltd. I 
I 
I 
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-· ··-. - . The art songs composed through the inspiration of 
Heine's poems are representative of the highest attai n-
ments in this field. 
"Writing during the most productive period of 
his lLfe in antagonistic ,,linguistic surround-
ings he plays a might part in regenerating 
German prose, freeing German verse from its 
classical shackles, and restoring to it some 
of its original native f'reedom of rhythm.."l8 
Among his contemporaries in German poetry, Heine occupie~ 
an important niche and distinct individuality. Personal 
disappointments and unhappiness molded the supreme~y 
gifted lyric poet into a satirist and cynic. Heine sur-
fered from having been born in a transition period and 
consequently was unable to realize the possibilities of 
I li the new movement being ushered in. Arthur Eloesser, in 
hi~ book on Heine, writes: 19 
"Heine was a typical spirit of the transition 
period and knew all the sufferings of Europe, 
hoping for ita future, yet at the same time 
dreading it, for he said that it would have 
no further need of poetry and no more eyes for 
beauty. " 
18walter, H.: Heinrich Heine, ~Critical Examination of 
the Poet and His Works, E. P. Dutton & Co., Inc. 
New York, 1931, p. 309. 
19Eloesser, Arthur: Modern German Literature, Alfred A. 
Knopf, New York, 1933, p. 10. -
lj 
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